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Abstract 
From the sixteenth to the eighteenth-centuries, hero'ique became an important 
concept at the French court. During the early rule of King Louis XV (1710-74), the 
members of the court held high hopes to revive, reconstruct and re-embody the 
heroic image of King Louis XIV (1638-1715) in Louis XV. Pierre Charles Roy 
(1683-1764) and Andre Cardinal Destouches (1672-1749), a librettist and a court 
composer respectively, first fabricated Louis XV as Apollo (a dance character 
f 
representing Louis XIV as the artistic leader) in the epilogue of Les Elemens (1721). 
However, Louis XV stopped dancing after his brief appearance on the stage and the 
coronation in 1722, and it was more difficult to continue the hero'ique ethos without 
the King's personal involvement in the stage productions. 
Les Stratagemes de I 'amour (1726) was the first ballet-hero'ique attempting to 
reconstruct the heroic image that befitted Louis XV. Superficially, the work was 
another opera-ballet (the predeceasing equivalent of ballet-heroique during the 
Regency period of 1715-1723) with several entrees on the theme of love that took 
place in ancient times, and/ or exotic places. The librettist, Roy, introduced four 
female characters, namely, La prestresse de la gloire in the Prologue, Calliree in the 
Entree I, Irene in the Entree II and Albine in the Entree III which carry strong iii 
reference to the real-life situation facing the Queen around the time of the marriage. 
Destouches, in close collaboration with Roy, balanced the heroine-dominated plot 
with the ultimate hero-dominated music and dance celebration found at the end of the 
Prologue and all the entrees. The blend of the plot and the music symbolizes the 
perfect partnership of the hero and the heroine through the celebration of the 
marriage (which is the superficial goal of the librettist and the composer in the 
libretto). 
My research questions are what kind of the metaphors, symbols and political 
overtones constitute the rhetoric of heroique in Les Stratagemes. First, I will look 
at the fabricated heroic image of Louis XIV and its representation inherited by Louis 
XV. Secondly, I will examine the relevance of the politics in France and the earlier 
life of the Queen in constructing the new heroic images in each entree and the title of 
the work. Moreover, I attempt to answer how the juxtaposition of the images of the 
hero and the heroine displayed the perfect balance between the plot and the music 
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Heroic worship was an essential component of French absolutist rule, especially 
during the reign of King Louis XIV (1638-1715). The pastorale-heroique, devised 
in the seventeenth-century, was the only theatrical genre that contained the word 
hero'ique in its title until the year 1723 when the ballet-hero'ique a r o s e . � I n artistic 
terms, the rise of this genre might be an outcome of the new phase of political 
history. Works of ballet-hero'ique also reflected changes in the interpretation of 
the hero'ique and the way it was used. 
The artistic style of the Regency first appeared in 1690s, almost a quarter of 
century before the political Regency period (1715-1722) took place. The 
preramiste style replaced the absolute court style due to the vacuum in the artistic 
leadership starting in the 1690s. The number of new theatrical court productions, 
especially tragedie en musique, decreased and eventually was discontinued between 
1690 and 1697. The immediate trigger for this situation was found in the 1690s 
when King Louis XIV resolved to devote himself to religion instead of 
1 The Pastorale (pastoral) reflects the ideal life of the nobles projected on-stage. Typical settings 
included rural life with the nobles imitating shepherds and shepherdesses. The structure of pastoral is 
usually in four acts, unlike the tragedie en musique which has five acts. Geoffrey Chew and Owen 
Jander, "Pastoral," Grove Music Online, Oxford Music Online, 
http://www.oxfordmusiconline.com.easyaccessl.lib.cuhk.edu.hk/subscriber/article/grove/music/40091 
(accessed November 29, 2010). 
1 
entertainment. In terms of art, the Regency style featured nobles seeking cultural 
life and entertainment away from the royal court in Versailles. This style replaced 
that of Louis XIV and had an emphasis on pleasure and pursuit for individual 
enjoyment over loyalty, fidelity or higher glory of the state. The decentralization 
of arts was manifested in lighter and pleasure-seeking genres like 
pastorale-Mro'ique, opera-ballet and comedie. Andre Campra (1660-1744) was 
one of the major composers in these genres. Among these genres, opera-ballet 
with its emphasis on visually pleasing dances and an exotic plot, brought new 
wonders to the audience and rose rapidly in popularity. Between 1697 and 1723, 
2 
there were ten productions (please refer to Table 1.1). 
Table 1.1 The productions of opera-ballet between 1697 and 1723 
Title First production Composer Librettist 
1. L 'Europe galante 1697 Campra La Motte 
2. Le triomphe des arts 1700 La Barre La Motte 
3. Les Muses 1703 Campra Danchet 
4. Les fetes venitiennes 1710 Campra Danchet 
5. Les amours deguises 1713 Bourgeois Fuzelier 
6. Les fetes de Thalie 1714 Mouret La Font 
7. Les fetes de I'Ete 1716 Monteclair Pellegrin 
8. Les ages 1718 Campra Fuzelier 
9. Les plaisirs de la campagne 1719 Bertin Pellegrin 
10. Les elements 1721 Campra and Roy 
Destouches 
2 The end date of opera-ballet was on 15 February 1723, the day of King Louis XV's declaration of 
majority at the Parliament of Paris. Les fetes grecques et romaines was produced on 13 July 1723 and 
was excluded from the list. The work was the first ballet-hero'ique after King Louis XV gained 
majority in the Parliament. 
2 
The Regency style continued its influence and reached its climax in the 1730s. 
After King Louis XV (1710-74) ascended to throne in 1722 and gained majority in 
the Parliament in 1723, the political Regency period (1715-1723) ended. From 
1723 until the outbreak of the French Revolution in 1789, ballet-hero'ique replaced 
its predecessor, the opera-ballet, as an important genre related to the concept of 
heroique? Andre Cardinal Destouches (1672-1749) was one of the first 
composers to shape this genre by composing music for Les Stratagemes de I 'amour 
(1726). Another continuation of heroique could be seen in the revival of the 
tragedie en musique of Jean Baptiste Lully (1632-1687). However, these revivals 
were not largely responsible for reflecting the changing concept of the image of the 
heroes as related to King Louis XV. 
The heroic image of Louis XV did not resemble that of Louis XIV. Without 
limiting itself to the past image of King Louis XIV, the image of a hero seemed to be 
adapted to different forms to reflect the changes in politics, ideologies and the 
personal goals of the composers and librettists. Rather than projecting the victories 
3 The popularity of the lighter ballet works and comedies indicated the Regency period did not start in 
1715 with the death of King Louis XIV. The Regency period was an indoctrination of the 
pleasure-seeking society starting in the 1690s. It was the result of the diminishing influence of King 
Louis XIV over the nobility. Especially in this period, the grip on the court productions were relaxed 
as the King did not participate in choosing the subject or sponsoring the theatrical productions as 
much as before. In the years between 1690 and 1696, no major new theatrical productions were staged 
at the court whilst in Lully's time, there was an annual production patronized by the court. The royal 
theatrical production was revived in 1697 with Destouches's Isse. 
3 
and personal cult of the hero of Louis XIV, the concept of heroique was revived in 
the body of Louis XV. This topic has yet to receive significant scholarly study. 
This thesis will examine the emergence of the hero and heroine in Destouches 
and Charles Pierre Roy's (1683-1764) Les Stratagemes de I 'amour (1726). I will 
also explore how the images of the hero and heroine are mixed to enhance the heroic 
image, and the type of heroique represented in rising emphasis on the symbolized use 
of music and dance practice in the ballet-hero'ique. 
II Background of the study 
The meaning and practice of heroique in ancient Greece and ancient Roman 
Empire and its relation to the French practice of heroique 
The concept of the image of a hero varied among disciplines, civilizations and 
time. The ancient Greek culture used the concept of the hero in literary works like 
the heroic epic, and the latter was incorporated in Greek theatre in the fifth century 
before Common Era (BCE), In Greek theatre, the images of the heroes closely 
resembled that of the mythological heroes in order to enhance the greatness of the 
rulers. The epics were another source for heroic legends and heroic images. 
4 The ancient Greek culture flourished between eighth-century BCE and 146 BCE, For clearer 
understanding, here are the English-French translation: \\QXO\c-hero'ique, hero-Zze'ro, and 
heroism-Z/erowm. I use the term heroique in the title of my thesis, I am referring to the genres and 
ideas related to heroism, for example, ballet-hero'ique and pastorale-hero'ique. In other context, I will 
use the hero, heroine or heroic image for clearer description. 
4 
The concept of a hero first systematically appeared in the ancient Greek epic 
during the Classical Greek period between fifth to fourth centuries BCE. The 
concept appeared in different art forms including portrait, sculpture and literary 
genres.5 Over time the portrayal of the heroes became an essential part in 
legitimating the rule of the leaders. 
The Greek tragedy was usually associated with heroic characters exclusively 
and drew subjects from either the epic poems^ of Hesiod^ (late eighth century BCE) 
and Horner^ (eighth century BCE) at first, and from Ovid^ and Virgil^^ or from 
living brave people later." These theatrical productions were not elite culture but 
were part of the political propaganda promoting collective well-being over personal 
5 Heroique portrayals are very important to the personal rule of the Roman emperors like Hadrian 
(76-138) and Augustus Caesar (63 BCE-14 ACE). Greek theatrical productions relate closely to 
religion. In the religious festivals, heroic epic and hymns are found. Also, writers write victory odes to 
celebrate contemporary winners in athletic games through quoting legendary heroes like Pelops, 
Heracles, and Perseus. For details of the Greek theatre, please refer to Justina Gregory, A Companion 
to Greek Tragedy (Victoria: Blackwell Publishing, 2005). 
6 Epic poem is a type of lengthy narrative that presents a heroic character in an adventure, and the 
characters around him of an elevated position. In Greek culture, epic is an important source of history. 
7 His works including the Works and Days has dozens of references to music with Muses and praises 
to Zeus. In Theogony, music and dance references to heroic Apollo and other paean Gods. See Warren 
Anderson and Thomas J. Mathiesen, "Hesiod," Grove Music Online, Oxford Music Online, 
http://www.oxfordmusiconline.coin.easyaccessl.lib.cuhk.edu.hk/subscriber/article/grove/music/12929 
(accessed November 22, 2010). 
8 Examples of Homer's mythologies include Illiad and Odyssey. See Warren Anderson, "Homer," 
Grove Music Online, Oxford Music Online, 
http://www.oxfordmusiconline.com.easyaccessl.lib.cuhk.edu.hk/subscriber/article/grove/music/51459 
(accessed November 22, 2010). 
9 Publius Ovidius Naso (43 BCE - AD 17/18) is known as Ovid in English-speaking world. Together 
with Virgil and Horace, Ovid is regarded as one of the three canons in Latin literature. His 
Metamorphoses is a mythological hexameter poem heroic in nature. Destouches's Isse (1696), libretto 
by Houdar de La Motte, is also based on this work. 
Publius Vergilius Maro Virgil (70 BCE to 1 BCE) is the innovator in using Arcadia in Eclogues as a 
poetic ideal and tenuis avena ('slender oaten pipe') to symbolize the pastoral genre. It is important for 
the development of the pastoral genre first developed in the Latin pastoral by Calpumius Siculus, 
Nemsianus and others. For details, please refer to Robert Anderson, "Virgil," Grove Music Online, 
Oxford Music Online, 
http://www.oxfordmusiconline.com.easyaccessl.lib.cuhk.edu.hk/subscriber/article/grove/music/51467 
(accessed November 22, 2010). 
“Including winners in competitions like sporting events of Panathenaic Games. 
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glory. Actors performed for the general public in the carefully designed 
1 ^ J _ _ 
amphitheatres located on a mountain. The leading members of a royal family 
actively participated in the production to consolidate the political authority of the 
empire and to create "a psychosocial locus of elite kin-relations" without assuming 
the role of artistic leader or patronage as a whole 
In terms of genre, heroic characters are closely associated with tragedy 
(tragoidia in G r e e k ) . " Heroic characters are tragic and usually go through different 
degrees of emotional plight even if they succeed in the outer world in areas like 
military triumphs. A military role may subject the individual to authoritarian 
demands (like a woman in a subordinating status) or the role as a soldier may show 
the hero as victimized, if he is wounded in a battle. On stage, the same military 
hero may be both victimized and feminized. ^ ^ 
12 See Graham Ley, "Preface," in The Theatricality of Greek Tragedy: Playing Space and Chorus, 
(London: University of Chicago Press, 2007), ix -xix. 
13 According to Griffith, the king is one of the characters in the Greek tragedies as an authority figure. 
The degree of their monarchical authority varies from character to character. See Mark Griffith, 
"Authority Figures," in A Companion to Greek Tragedy (Victoria: Blackwell Publishing, 2005), 337. 
When comparing the role of the king of stage between Greek and French production, the French kings 
are seldom portrayed as authoritative figures like those in the Greek tragedies. It is a tendency for the 
French adoption to simplify the plot on one hand and the determination to distinguish the hero as a 
demigod more than an authoritative figure on the other. 
14 According to Greaves, tragedy is a musical-dramatic form with mythology or history represented 
seriously as dialogue, music and dance. The genre is believed to be originated in Athens and the major 
composers included Aeschylus, Sophocles and Euripides in the fifth century BCE. Denise Davidson 
Greaves, “TYagdidia,” Grove Music Online, Oxford Music Online, 
http://www.oxfordmusiconline.com.easyaccessl.lib.cuhk.edu.hk/subscriber/article/grove/music/40642 
(accessed November 22, 2010). 
15 According to Cawthom, feminization, that is turning male to female, is one the topos in classical 
Athenian tragedy. One of the phenomenon is the feminization of male through the taking of heroine 
roles by male actors. Another example is, being a soldier in the battle and prone to the attack of the 
enemies as the male characters lose control of their body in performing these roles, especially when 
they are cut up by the enemies. The latter, an explicit act of stage violence perpetrated on male 
characters results in another facet of feminization. For further study, please refer to Katrina Cawthom, 
Becoming Female: The Male Body in Greek Tragedy (Cornwall: Duckworth, 2008); Pat Easterling and 
6 
Musical practice varies according to theatre, and the different mortals and Gods 
represented on stage. ^ ^ However, the characterization of the heroes through music 
and dance remained little known owing to the lack of extant resources, especially 
those for the melody. Nevertheless, the poetic meter gives a glimpse of the heroic 
image. The Greek drama relates paeans and nomos to Apollo with the use of heroic 
Alexandrine meter]? The Alexandrine quatrain is the major musical practice in the 
heroic poems. The poetry is set in hexameter. 
In stage representations, the heroic characters take active roles on stage in 
singing, but not dancing.'^ The chorus is an active dancing unit on the stage. It 
provides the structure for the entire work and is the only active singing and dancing 
entity. 19 
E. Hall, edited, Greek and Roman Actors: Aspects of an Ancient Profession (Cambridge: Cambridge 
University Press, 2002). 
16 Music for mortals include hymenaios and epithalamion, threnody, epinikion and encomium, skolion 
and sillos, and miscellaneous types of military music and folk song. Music types for the gods include 
hymn, paean, nomos (for Apollo), Dithyramb, Prosodion, Partheneia and Hyporcheme. For discussion 
of each type of music, please refer to "Types of music and their function" in "Musical Life in Ancient 
Greece," in Thomas J. Mathiesen, Apollo's Lyre: Greek music and music theory in antiquity and the 
Middle Ages (Lincoln & Nebraska: University of Nebraska Press, cl999), 123-158. 
n "Three large sections of the paean provide an invocation, a narrative of several deeds of Apollo, 
and a final prayer to Apollo, Artemis, and Leto. In musical terms, these sections are subdivided into 
several smaller sections that modulate back and forth between Lydian and Hypolydian tonoi." For 
details, please refer to "Musical Life in Ancient Greece," in Mathiesen, 55. According to the 
discussion, Terpander used heroic meter to imitate the heroic character and thus, perfecting the nomos. 
Phrynis of Mitylene combined the hexameter with a free meter. For details, please refer to "Musical 
Life in Ancient Greece," in Mathiesen, 61. 
18 The tragedians or the singing actor wears "a mask with a distortedly gaping mouth, a view the 
dialogue elaborates by saying that the pantomime dancer's masks, with their closed mouths, are much 
more beautiful." The masks clearly mark the role of different personages on stage and music and 
dance do not mix. See Easterling, 15. 
19 Chorus has the social function and poetic status of otherness, authority and integration. As they are 
standing far behind the stage, they do not participate in the action of the work and their positions are 
marginal and distant. This makes them the ideal spectators and give fair judgment to the deeds of the 
characters in the play. For details, please refer to Luigi Battezzato, "Lyric," in A Companion to Greek 
Tragedy. According to Mathiesen in Apollo 's Lyre, only the chorus dance, not the actors. "Three broad 
types of dance are identified by Aristoxenus in a fragment from his lost book on the subject: a tragic 
7 
Greek culture was revived in the Roman period in the third century BCE and 
ended again after the downfall of the Western Roman Empire in 476 ACE. It was 
not until the Renaissance in the fifteenth century that Greek and Roman studies were 
revived and the heroic legends of that period were innovatively used as propaganda 
in the French ballet. 
The rise of Mannerism around 1520 in Europe introduced the use of allegories 
and mythologies into art, including music. In France, the attempt of the court to 
justify their right to rule in France furthered the use of allegories and mythologies. 
The divine rights of kings and the long history and glory of the Roman Empire 
became the basis of the justification. The concept of heroism from the Roman 
culture and politics was also borrowed. 
The representation of the heroic image and its context during the French 
Renaissance and the rule of King Louis XIII 
During the Renaissance from late fifteenth to early seventeenth century, the 
French court adopted hero'ique elements in theatrical productions as an important 
political tool in explicitly controlling the ideologies via the use of ballet de cour 
during the rule of King Louis XIII. The propaganda to promote the French court 
type, emmeleia; a type used in the satyr plays, sikinnis; and a type used in comedy, kordax... Psellus's 
De tragoedia 11, which refers to these same three dances, adds that only the chorus danced, never the 
actors." For details of the dances, please refer to "Musical Life in Ancient Greece," in Mathiesen, 101. 
Starting in the rule of Francis I of France (1515-1547), the French court adopted absolutism and the 
divine right of kings. 
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had been used first by the Italian-bom prime minister Cardinal Richelieu (1585-1642) 
to increase Italian influence over the French court over the realm of arts. 
Nevertheless, it also triggered the French court's determination to make dance the 
privileged art of the French court in the eyes of other European powers. However, 
the concept of hero and heroism differs among the ruling people, the educated people, 
and other parties in the society. In the theatrical productions, the heroes were 
usually projected in the image of a Roman warrior to justify the divine rights of 
Kings, using the image of a strong, protecting leader, and the long history to rule the 
land. 
The representation of the heroism and the carefully designed image of the hero 
in the body politic of the king were brought to their climax during the rule of King 
Louis XIV (1638-1715). 
Concept of the hero during the rule of Louis XIVfrom 1643-1715 
King Louis XIV was a superb dancer symbolizing the gallant style prevalent 
during his rule and an able leader achieving various military victories abroad. He 
was regarded as the Sun King, symbolizing his role as the patron of art and his 
central position as a provider-King and a victorious-King to his people. 
Regarded as the great hero, the image of the hero was built around the charisma 
of King Louis XIV. The attempt of the King to control his noble subjects and the 
9 
nobility via the building of the society of pleasure made the arts, especially dance, 
an important tool of control over the ideological, political, social and artistic realms. 
All the nobles paid tribute to the king through a well-defined system of etiquette 
and participation in the Grand ball in the order of rank, for example. The ruler is 
situated in the centre of the nuclear web of glory. Since then, the image of hero is 
a mixture of the abstract and concrete ideas of the victorious-provider king and a 
number of others. The representation of the heroes, which closely resembles the 
image of King Louis XIV, started to develop on this basis. 
During the rule of Louis XIV, the explicit heroic tool was the tragedie en 
musique, a genre of French opera introduced by Lully to display the national French 
sentiment. During the rule of Louis XIV, the prologue was an explicit tool in 
celebrating the King's noble qualities and prowess in the war. The King was 
presented as a hero in the mythological setting of the prologue. 
Though many theatrical works contain the hero'ique representation, Acis et 
Galatee (1686) of Lully was his only work to include hero'ique in its title of the 
dramatic works as apastorale-hero'ique?^ This new genre opened up the 
21 Genres like tragedie en musique, ballet de cour also include heroic elements for different purposes. 
In Acis et Galatee, the heroic element and the setting was similar to the tragedie en musique whilst the 
subject matter was based on a pastorale. Lully decided to call it pastorale-hero'ique accordingly. For 
discussions on pastomle-hero'iqiie, see D. M. Powers, "The 'Pastorale Hero'ique': Origins and 
Development of a Genre of French Opera in the 17th and 18th Centuries," (Ph. D. dissertation, 
University of Chicago, 1988). 
10 
opportunities for the heroique to merge with the lighter genres like opera-ballet to 
become ballet-hero'ique in the 1720s. 
Ill Use of heroique in Andre Cardinal Destouches's works 
Destouches was a French composer active between 1696 and 1746. He 
received education from the Jesuits.^^ After participating in the missionary 
activities and completing his military services during 1687-1696, he pursued 
composing from 1696 onwards. The initial success of Isse (1697) and other 
works like Amadis de Grece (1699) and Marthesie (1699) brought Destouches 
several court appointments. Louis XIV appointed him as the inspector general of 
the Academie Royale de Musique in 1713 and superintendent of chamber music for 
the Chambre du Roi and later the Director of the Academie Royale de Musique. 
Among the appointments, Destouches was appointed Chamber du Roi in 1725, 
implying he was very close to the King. In 1726, he took the position in leading the 
Musique de Roi. His royal appointments and the social position he inherited from 
his father, Etienne Cardinal (n. d.) explained partly why he produced heroic works to 
praise the king and the court?"^ However, Les Stratagemes de I 'amour was 
22 He went to the school ran by Jesuits from 1681 to 1686 at the street of St-Jacques. 
23 Together with Father Gui Tachard, Destouches joined the missionary activity in Siam from 1687 to 
1688. In 1682, he joined the military services and took part in the siege ofNamur. It was during this 
period that he started learning to play the guitar and composition. 
24 Destouches added the title "De Touches" to his name in memory of his father, Etienne Cardinal, 
whose title was Seigneur des Touches et de Guilleville. His father was a wealthy merchant with a 
social position. This made Destouches part of the social circle and befriended many important court 
people. 
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25 performed only once on 26 March, 1727 without revivals. Subsequently, 
Destouches focused on organizing and composing sacred works for the concert 
spirituel and the Polish choral concert for the Queen and did not compose further 
secular works. 
His compositions (see Table 1.2 on page 12 showing the stage works of 
Destouches in chronological order) centered on the dramatic genres of tragedie en 
• 26 27 
musique early in his career, and on religious works, like cantatas and motets 
later. Destouches's choice of writing in certain genres reflected his collaboration 
with specific people in these two periods. He closely collaborated with Houdar de 
la Motte (1672-1731) in his first five works. He started to work with his close 
friend, Charles Pierre Roy in his later works. The librettist Roy regarded the music 
of Destouches very highly. 
25 It might reflect King Louis XV's determination to exclude the Queen from political scene 
as Les Stratagemes de I 'amour seemed to project the new Queen as the new heroine in 
bringing glory and support to Louis XV. In 1726, Louis XV reacted to the Queen's attempt to 
acquire political influence at court negatively when the Queen asked Louis XV to appoint the 
Due de Bourbon as the minister of cabinet. 
26 His cantatas include Oenone (1716) and Semele (1719). 
27 His motets include O dulcis Jem (1716); Deprofundis (1725); Diligam te Domine (1732); Te Deum 
(1732); Cantate Domino lam ejus (1736); Deiis, Deus, mens (1736); O Jesu (1738) and none of them 
survived. 
12 
Table 1.2 The stage works of Destouches 
Work Genre Date Librettist 
Isse Pastor ale-heroique 1697 Antoine Houdar de la Motte 
Amadis de Grece Tragedie en musique 1699 Antoine Houdar de la Motte 
Marthesie, reine des Amazones Tragedie en musique 1699 Antoine Houdar de la Motte 
Omphale Tragedie en musique 1701 Antoine Houdar de la Motte 
Le Carnaval et la Folie Comedie ballet 1704 Antoine Houdar de la Motte 
Callirhoe Tragedie en musique 1712 Pierre Charles Roy 
Telemache et Calypso Tragedie en musique 1714 Simon Joseph Pellegrin 
Semiramis Tragedie en musique 1718 Pierre Charles Roy 
Les elemens Opera-ballet 1721 Pierre Charles Roy 
(in collaboration with Michel-Richard 
De Lalande) 
Les Stratagemes de I'amour Ballet-hero'ique 1726 Pierre Charles Roy 
IV Purpose of the study 
This study aims at investigating the artistic representation of the concept of 
hero'ique in Destouches's Les Stratagemes de I，amour (1726). Firstly, the thesis 
will conduct a hermeneutic study of the language of hero 'ique, which is the most 
overt feature. Secondly, rather than separating the dance, music, libretto and stage 
setting, for instance, the study will look at the increasingly integrated approach in 
28 • representing the hidden hero'ique rhetoric. Thirdly, the study will look at the 
increasing importance of the creativity of the composer in structuring a theatrical 
production with an implicit musical hero'ique agenda. Last but not least, through 
investigating the phenomenon of hero'ique in Destouches's ballet works, the present 
work will look at how hero'ique downplays the influence of the Lullian model, and 
28 I use the adjective form of hero here as the title of my thesis suggests, hero'ique is used as a title in 
stage works. 
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repositions and rejuvenates itself by incorporating the emerging ideological, dance 
and/or musical elements in face of the political and artistic turmoil at the turn of the 
eighteenth century. 
V Methodologies 
Heroism has various facets with its meaning depending on the context and 
genres under investigation. This study adopts a constructive approach, bringing 
together contextual and hermeneutic studies with an overall emphasis on the score 
studies. I will use both historical primary and contemporary secondary resources. 
Primary resources include the manuscripts and librettos of the major works under 
investigation as well as works of other composers like Jean Baptiste Lully 
(1632-1687). Other sources will include pertinent sections from the articles, 
instruction manuals and journals as supporting resource. Secondary resources focus 
on writings since the twentieth century in various disciplines as the present study is 
multidisciplinary in nature. 
To examine why a work as diverse as an opera-ballet and a "comedy" like Les 
Stratagemes de I ’amour might be classified as a ballet-heroique by the scholar, 
James R. Anthony, a study of the political context in the year 1725-1726 will be 
conducted. Following this thread, the type of heroic image or concept of heroism is 
projected through an investigation in the supporting music, dance, staging and plot. 
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From this point of view, the design in the characterization of the heroic image and its 
complementary entities which represents the thoughts of the composer and the 
librettist is illuminated. 
VI Limitation of the present study 
Due to the scope of the thesis, I will only look at the artistic language of 
heroique in one heroic work, Les Stratagemes de I 'amour with occasional references 
to another heroic work, Isse. This is not a general history of heroique across history 
or across France. The work will be restricted to discussions of court theatrical 
productions, specifically the titled heroic works and not the literature, tragedies or 
other instrumental works which may as well contain heroique content. As a thesis 
focusing on music characterization, the study will include music analysis but not the 
performance history of the works under investigation. In choosing the manuscripts 
for study, I will use the only available score and the libretto of Les Stratagemes de 
I 'amour (1726) for discussion. 
Information in the 1720s France, especially that on the Queen of France is 
limited and largely from the official sources. Also, compared to the research on the 
works of Lully and Rameau, the scholarly discussion in the post-Lullist or preramiste 
period is generally limited to one particular aspect like music or the plot design. 
The official documentation and personal journals are the major resource in 
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reconstructing the political context for this work. This study also relies on the 
events happened in the later decades to speculate and justify the possible former 
plans and the reception of Les Stratagemes. 
To facilitate supplementary discussion, I have chosen the 1706 version (that is, 
the first publication of the 1697 version) of Isse with occasional reference to the 
earliest version dated 1696 to retain the authenticity in the time period of the musical 
and dance characterization under discussion. The decision is made with the main 
concern of giving attention to the "time factor." The first edition was the most 
accurate source in reflecting the historical, political and social context and the initial 
thoughts of the composer. 
Due to limitations of time and availability of my sources, I will include only 
selected materials from the primary and secondary literature in French. Also, for 
the sake of a clear focus, works by Destouches's contemporaries and other related 
themes will be left for another time. 
Though the combined music and dance representation of the heroic image is 
hindered by the lack of extant choreographies of Destouches's Les Stratagemes and 
his works in general, I will attempt to use general symbolisms and explanations of 
the musical gestures on the other to construct possible dance steps. 
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All in all, Les Stratagemes stands as a stimulus in looking at the concept of the 
image of a hero amid the French court, the French society, its composer and librettist. 
It is an initial attempt to look at the political context in a new perspective. 
VII Thesis organization 
The present study has six chapters in three sections. The first section 
comprises Chapters one and two. Chapter one is an introduction describing the 
background of topic, purposes and limitations of the study. 
Chapter two is a literature review of the concept of hero 'ique, ballet-hero 'ique, 
Destouches and dances in France in the 1720s. I will also look into other concepts 
necessary for basic understanding of the present study. The research in areas 
deemed essential due to the definition of a work as heroic, ballet-hero'ique, or due to 
the function of dance and its relationship to music and plot exist, but usually focusing 
on theatrical works later than this time period. 
Chapters three, four and five comprise the main body of the study. Chapter 
three puts Les Stratagemes into a heroic context by examining the heroic image of 
Louis XIV immediately prior to Louis XV. Obviously, Les Stratagemes does not 
necessarily aim at replicating other heroic works. The political influence of this 
new heroic genre of ballet-hero'ique is rather limited due to the lack of a strong 
leader like Richelieu and Cardinal Mazarin (1602-1661). Further, the absence of a 
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royal dancing body weakens the genre's ability to sustain the propaganda. Finally, 
this art, as an important propaganda tool was not politically relevant for King Louis 
XV. 
I will also discuss the heroic image and the concept of heroism built around the 
years 1725 and 26 and call attention to the feminization of the heroic image in Les 
Stratagemes. 
Chapter four gives an introduction to Les Stratagemes including the reasons for 
the production and a synopsis. I will also illuminate the plot characterization of 
heroique through explaining the real-life events that seemed to be indirectly 
identified with the specific point of events in the plot. 
Chapter five discusses the musical representation of the mixed hero and heroine 
in Les Stratagemes. The first section looks at how the key characteristics, rhythmic 
ideas and the instrumentation of orchestration subtly symbolize the juxtaposing 
heroic image and possible drama of the heroine. A large-scale analysis of the 
prologue of Les Stratagemes will be drawn into picture. Though the prologue is 
usually regarded as a separate entity in a theatrical work, it is used extensively 
starting in Lully's time as a major tool in presenting the obligatory but formal flattery 
of the ruler. In Les Stratagemes, the prologue defines the situation of the drama 
before looking back into the past of the heroique metaphors. As such, the second 
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section examines the possible recurrence of the above idea in the acts that follow, 
notably in the female protagonists. The chapter will end discussing the importance 
of the role of dance and music in the heroic representation found in Les Stratagemes. 
The closing section, consisting of Chapter six, summarizes the findings of the 
disembodiment and re-embodiment of hero'ique in Destouches's works and suggests 
areas of further study. 
VIII Contribution to the field 
The present study is one of the first attempts to conduct a detailed 
interdisciplinary analysis of Destouches's opera, Les Stratagemes. However, the 
study of the whole work aims to refine the interpretation and the representation of 
hero'ique and the related image, which is not yet well explored in the field of music 
and dance representation. Almost all areas, including the political context of 
familial issues and court polities; plot, music, choreography in terms of musical 
construction, and staging will be drawn into the analysis. I hope this study will 
constitute a preliminary study of the symbolic use of music and dance for a highly 





The fabrication of the heroic image, as discussed in Chapter one, has a long 
history of development. When studying ballet-hero'ique works, an understanding of 
the ideological, political, philosophical and social background of the image of the 
hero is necessary. The information about the performance practice of the 1720s, the 
background of the composer and the librettist are equally important. 
This chapter first examines the scholarly discussion about the concept of hero 
and the French interpretation prior to Destouches's Les Stratagemes. In terms of the 
genre, the practice of combining the heroic representation with the popular ballet 
inherited in the 1690s also makes the research on both ballet and the genre necessary. 
This genre study will be conducive to a greater understanding of the function of this 
genre and its contribution to the representation of the heroic image in a political 
context. The literature on the librettist Roy, and especially that on the composer 
Destouches will give a clearer picture on the political context. 
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II Literature review 
The image of hero and the concept of heroism immediately before and after 
Louis XV 
Heroism is seldom made the single topic of a study, as revealed in the books and 
articles in the following discussion. The words “Mro'ique” and its concept have not 
been widely discussed in "real" artistic terms. The majority of the scholarly 
discussion delves into the political and social realm or in the literature. 
The meaning of hero, heroine, heroic and their representation varies between 
time and place. In encyclopaedias and dictionaries, most of the definitions and 
meanings are rooted in the older philosophical thoughts like those of Aristotle and 
Hegel. Pavis, for instance, quotes three types of heroes classified by Hegel in 
Aesthetics (1832).' The types include epic, tragic and dramatic heroes. However, 
none of these terms is wholly suitable for classifying the hero found in Destouches's 
2 • 
Les Stratagemes because this work is a comedy, and not a tragedy. Yet, the subject 
matter of Les Stratagemes is not tragic and the librettist Roy labelled the work as a 
"noble comedy." As explained by Roy in the preface of the libretto, the noble 
comedy was substantiated by the choice of subject matter from antiquity, which was 
1 Patrice Pavis and C. Shantz. Dictionary of the Theatre: Terms, Concepts and Analysis (Toronto: 
University of Toronto Press: 1996), 169. 
2 According to Baldick, epic refers to "a long narrative poem celebrating the great deeds of one or 
more legendary heroes, in a grand ceremonious style." See Chris Baldick, The Concise Oxford 
Dictionary of Literary Terms (Oxford: Oxford University Press: 2001), 81. 
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the ancient Greece, though the representation was comic. Furthermore, the work is 
a comedy in nature as it is more related to divertissement than the spoken theatre or 
lyric tragedy. The mood, the subject-matter and the plot are more light-heartedly, 
short and disconnected in general. The hybrid of comedy and the ancient Greece 
history was furthered by the display of current history in France in the prologue. 
The prologue usually reflected the history of France rather than the mythologies, 
most notable in the works of Lully. Furthermore, in Les Stratagemes, some female 
characters in the prologue and entrees contribute to our understanding of heroique by 
their handling of the problems posed in each entree. 
Childs offers Aristotle's suggestion that heroes become part of the literary 
structure in Homeric epic. In Aristotle's view, a hero is regarded as part of the plot, 
the legend, the tragedy or coup d'theatre. Nevertheless, the characterization of the 
hero is not indispensible in defining or structuring the plot.^ This description does 
not apply to the present study. Firstly, the characterization of the main female 
character {La prestresse de la gloire) in the prologue of Les Stratagemes appears to 
project a hidden heroine i m a g e . 4 Also, the hidden drama of this character and the 
ambiguous message of the librettist in asking the King to revive the glory of the 
French kingdom are also the hidden plot in the prologue. The illustration of this 
3 Peter Childs and Roger Fowler, edited, The Routledge Dictionary of Literary Terms (London and 
New York: Routledge, 2006. First pub. 1990. Republished. 2001), 105. 
4 The main female character is the allusion to the Queen in reality as double entendre. However, it 
depends on the readers to read between the lines and the staging to find this out. 
22 
plot is also important in defining the musical structure and the musical rhythm 
needed. This layered approach which imbues the prologue with allegorical and 
symbolic elements also affects the choices of the subject matter in the following acts. 
Another way to look at the concept of heroique in Les Stratagemes deems necessary. 
Another definition found in the Merriam-Webster's Encyclopaedia of Literature 
also raises the instability in the ethos of the heroes. A hero is seldom depicted with 
subtlety since they are men of action more than thought on one hand, and they are 
over-simplified on the other. ^  I find these points particularly relevant to the study of 
an artistic work. Usually, a theatrical work would only display one particular event 
to enhance the timeliness and the relevance. 
The ballet-heroique, of course, is a genre found in Louis XV's time. 
Nevertheless, the discussions on the genre are limited to the period between the death 
of Lully and Hippolyte et Aricie (1733), the first tragedie en musique and opera of 
Rameau in 1733. The research into the genre of ballet-heroique will be dealt with 
in the next section. 
The scholarly discussions focus on the subversion, erosion, dislodgement and 
disembodiment of the hero in the final twenty to thirty years of Louis XIV's rule. 
Little attention was paid to the effort to rejuvenate the heroic image at the time of 
5 Merriam-Webster's Encyclopaedia of Literature (Springfield and Massachusetts: Merriam-Webster, 
1995), 541. 
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Louis XV. As expected, the research on the heroic image focuses more on Louis 
XIV than Louis XV. 
Focusing on the deteriorating and parasitic side, Co wart, in The Triumph of 
Pleasure, regards the idea of hero'ique in France as hedonistic in nature, especially at 
the turn of the eighteenth century.^ Accordingly to her view, the artists created the 
court spectacles and operas according to the demand of the patrons. Thus, the court 
theatrical productions are regarded as entertainment more than an explicit political 
propaganda. The representative composer in this regard is Campra. 
Destouches's first work, Isse (1697), allied him to the King when the latter asked him 
to provide an extra prologue in its December performance in Paris Opera after its 
first performance at Fontainebleau in October 1697. The work served to flatter the 
King and boost the image of the court in the 1690s. 
Focusing on the satirical writings in the final period of Louis XIV, Hoffmann 
devotes two chapters to examine the erosion of the image of Louis XIV as the hero. 
She focuses on how the royal heroic and glorious body is derogated by the same type 
of people who shaped the concept of the royal body in the previous few decades^ 
6 Louis XIV called his country "a society of pleasures" after the major victories in the war of Frondes 
(1649-1652). He encouraged the nobles to unarm, move into the palace of the King and pursue 
idleness and entertainment instead of national affairs. To keep the nobles busy, the court produced 
many spectacles, ballets and the nobles would participate in the plays through singing, dancing or 
performing on the instruments. For details in building the society of pleasure, see Georgia Cowart, 
The Triumph of Pleasure: Louis XIV & the Politics of Spectacle (Chicago: University of Chicago 
Press, 2008), 42-46. 
7 Boileau, Chapelain, Despreaux, Furetiere and Racine were the major satirists in writing burlesque 
parodies based on the heroes like Appollo described in the works of Racine, Comeille, Virgil, to name 
24 
She also highlights that "leaving mythology behind, the 'reality' of kingly 
accomplishments never seemed to fully find its voice, leaving its only texts to perish 
and inflame (in) the archives."^ She furthers the idea in the next chapter, stating 
"dismantling the Cornelian heroic model, substituting wigs for swords and patronage 
for glory, proposing that the royal taste in panegyric as less than impeccable ... open 
cracks in the edifice of texts that surrounded the literary/historical representations of 
the m o n a r c h y . ， ， 9 Her research shows that the concept of the hero in the second half 
of the sixteenth century became corrupted, to the point that it was satirized or 
debased. People pursued the pleasure they created more than that being provided 
by the King. To conclude, the revival of body-politic, at least in the first few years 
after Louis XV's coronation had indeed brought the nobles back into focus. These 
questions have yet to be addressed adequately in the scholarly literature. 
King Louis XV and the Queen 
The discussion of Louis XV mostly focuses on politics, the social unrest and his 
private life with his mistress after 1730. He was less studied by the scholars in 
comparison to Louis XIV and Louis XVI. Scholarly attention to his first few years 
after the coronation is almost non-existent. Nevertheless，his image as the 
but a few. Hoffmann also indicated a new way of recording politics and histories in this period, which 
is, less flatteries, allegorical representations and fantasies. See Kathryn A. Hoffmann, "A distraught 
Apollo: Rupturing the Heroic, Writing Praise," in Society of Pleasures: Interdisciplinary Readings in 
Pleasure and Power during the Reign of Louis XIV (HQ^N York: St. Martin's Press, 1997), 129-146. 
8 Hoffmann, 127. 
9 Hoffmann, 131. 
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“bien-aimf, (the beloved) during his early rule reflected the choice of his people in 
viewing him as a "mortal" more than a mythological, allegorical character or a divine 
demi-god. This will be further discussed in Chapter three. 
Nevertheless, the idea of hero never quite disappeared in France even after the 
French Revolution in 1789. Actually, a glimpse into the scholarly study of the 
post-revolution image of a hero provides an equivalent to the heroic image during the 
initial years of the rule of Louis XV. Allan Pasco's book examines the phenomenon 
in post-revolutionary France opined that the absence of the father-like figurehead in 
the society after King Louis XVI was beheaded in 1793 led its people in search of a 
new hero to replace him.'^ He stated that, "doddering paternities, parental 
deprivation represent causes, important causes that modem psychology help explain 
when they are viewed in relation to the defining traits of the incredibly popular 
Romantic hero (after the French Revolution)."' ‘ He also equalled the disruption of 
families to the disintegration of the monarchy. This idea shared much historical 
relevancy to the political situation in France after the death of King Louis XIV. 
From 1715 until the birth of the Dauphin in 1729, not only the father figure 
Similar to the short-lived Regency period from 1715 to 1722 before the rise of Louis XV, the 
post-revolution government, the First Republic governed France for a brief period from 1792 to 1799 
before the rise of Napoleon Bonaparte (1769-1821) as the King of the First Empire. Both the two 
periods faced a discontinuation of a strong leader after the death of King Louis XIV and the execution 
of King Louis XVI respectively. According to Pasco, the epic was lost because there was an absence 
of heroic events to recount. The audience also did not understand the grand compositions. Heroism 
needed another new representation to meet the audience. 
“Al l an H. Pasco, Sick heroes: French Society and Literature in the Romantic Age, 1750-1850 
(Devon: University of Exeter Press, 1997), 67. 
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symbolizing God as the ultimate patriarchy was absent, Louis XV also grew up 
without immediate siblings or brothers or sisters around him. 
At the same time, the absence of the paternal authority as the head of the royal 
family and that of the state opened the cracks to further instability in the ethical and 
moral standards in both the court and society. As a result, the marriage of the King 
and the Polish Queen carried multiple connotations including the renewal of the 
royal bloodline, the re-establishment of the paternal figure head through pregnancy, 
the renewal of ethics and morality through illustrating the mutual love between the 
King and the Queen, to name but a few. The symbolisms in Destouches's Les 
Stratagemes were timely, given the King's recent marriage. I will explore this issue 
in the next chapter. 
As one of the important court composers, a number of Destouches' works like 
Isse and Les Elemens held a clear tone of heroic flattery however, his and his works' 
relation to the evolution of the heroic image are yet to be investigated. 
Andre Cardinal Destouches 
Several observations justify the choice of Destouches's Les Stratagemes de 
I 'amour as the subject of the present study. Firstly, Destouches's career (1696-1745) 
in the court encompasses the three periods of Louis XIV (1643-1715), the Regency 
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period (1715-1723) and Louis XV (1715-1774).'^ These three periods are crucial in 
revealing the rapid turn in the interpretation of heroique. Regarding the stage of 
development of the heroic image, the rule of Louis II (1498-1515), Francis I 
(1515-1547), Henry II (1547-59) and Louis XIII (1610-43) were at the formative 
stage. The rule of Louis XIV brought the heroic image to a climax whilst Louis XV 
was at the final stage and featured the pruning of the image. Following Louis XV, 
the reign of Louis XVI saw the decline and ultimate breakdown of the monarchy, 
leading to the French Revolution in 1789. Serving the rulers at a turning point in 
the development of portrayal of heroism, Destouches's distinctive relation to the 
rulers of the three periods and his function in the heroic propaganda are seldom 
discussed. 
The secondary literature on Destouches mainly focuses on biographical details 
and his relation to other people, genres and events. Borland, Masson and Roscow 
mentioned Destouches's career as the inspecteur general, music editor, and his 
participation in the second embassy to Siam in 1687 with a Jesuit, Guy Tachard, 
before he became a c o m p o s e r ” Kimbell's study focuses on the comparative 
12 See further, James R. Anthony, "Destouches, Andre Cardinal," Grove Music Online, Oxford Music 
Online, 
http://www.oxfordmusiconline.com.easyaccessl.lib.cuhk.edu.hk/subscriber/article/grove/music/07657 
(accessed November 28, 2010). 
13 John E. Borland, "French Opera before 1750," Proceedings of the Musical Association, 33rd Sess. 
(1906 - 1907), 15-16. Renee Girardon Masson, "Andre Cardinal Destouches: Surintendant de la 
Musique du Roy, directeur de I'Opera, 1672-1749," Revue de miisicology 43 (1959): 81-98. Lois 
Roscow, "From Destouches to Berton: Editorial Responsibility at the Paris Opera,'' Journal of 
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analysis of the La Motte's libretto for Amadis de Grece (1699) and Amadigi di Gaula 
(1715), with music composed by Destouches and George Frederic Handel 
(1685-1759) respectively. 14 Anthony gave a general account of Destouches's 
musical styles including the use of conventional harmony and also his unique 
affective intervals, for example, ascending-diminished-seventh chords or augmented 
octaves in arioso but, without a deeper examination of specific works or conducting 
contextual studies. ^ ^ 
Other articles, books and encyclopaedia entries usually discuss a mix of other 
composers without specific focus on Destouches. ^ ^ For instance, an article by 
Anthony mentioned Destouches when discussing the genre of ballet-hero'ique. He 
raises problems that ballet composers faced during the preramiste period (1687-1733) 
and defines the two phrases of the opera-ballet with the first one being 1715-1723 as 
American Musicology Society 40, no. 2 (1987): 285-309. 
14 David R. B. Kimbell, "The 'Amadis' Operas of Destouches and Handel," Music c§： Letters 49, no. 4 
(1968): 329-346. 
15 For details, please refer to James R. Anthony, "Destouches, Andre Cardinal," Grove Music Online. 
16 Georgia Cowart gives a passing reference to Destouches's Le Carnaval et la Folie (1704) and its 
foire (folly in English) inspiration and the costumes of native American in Isse in "Carnival in Venice 
or Protest in Paris? Louis XIV and the Politics of Subversion at the Paris Opera," Journal of the 
American Miisicological Society 54, no. 2 (2001): 265-302. Pitou, Warrack and Sadie include a 
biography of Destouches. See Spire Pitou, The Paris Opera: An Encyclopedia of Operas, Ballets, 
Composers, and Performers, Genesis and Glory, vol. 1 & 2 (London: Greenwood Press, 1983), 208. 
This book includes an entry of the biography of Destouches and the librettos of his works. John 
Warrack and E. West, The Oxford Dictionary of Opera (Oxford and New York: Oxford University 
Press, 1992), 188-9. Apart from the biography, this entry also discusses briefly the compositional style, 
reputation and the contribution of Destouches; Stanley Sadie, The New Dictionary of Opera, vol. 1 
(New York: Macmillan, 1997), 1139-40. Apart from discussions of his career and his compositional 
style, this entry states that, "Although Destouches made a significant contribution to the tragedie en 
musique, in the end his efforts in areas closely related to the opera but not bound by all its stultifying 
conventions had the greatest impact, creating or paving the way for the pastorale-herdique and 
ballet-heroique.'" 
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opera-ballet as 1723-1733 as ballet-hero'ique}^ He also points out the significance 
of Destouches's Les Stratagemes de I 'amour as a unique attempt in bringing the 
"decent" comedy element into the serious genre of the ballet-hero 'ique. Except for a 
bibliographical entry in Pitou's encyclopaedia, Les Stratagemes is poorly studied. 
The work is once mentioned in La Gorce's article, “L'orchestre de VOpera et son 
evolution de Campra a Rameau" (The orchestra of the opera and its evolution from 
Campra to Rameau). The article mentioned the formation of the orchestra and the 
musical practice of the petit choeur (small choir) of Les Stratagemes de I ’amour and 
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other operas by other composers. All the above literature revealed a lack of 
thorough study of the musical and dance characterization found in Destouches's 
work. The scholarly discussion pinpointed his more popular works, though still on 
a limited scale. For example, Borrel gave a metronome indication of the Sarabande 
Heureuse paix under the topic of the metre for the dances without further 
discussion. 19 
Destouches was first introduced to Louis XIV through his Isse in 1697. Les 
Elemens (1721), together with Omphale (1708), Callirhoe (1712) and Semiramis 
(1718) were his most successful works. Destouches composed ten stage works in 
17 James R. Anthony, "The French Opera-Ballet in the Early 18th Century: Problems of Definition 
and Classification," Journal of the American Musicological Society 18, no. 2 (1965): 197-206. 
18 Jerome de La Gorce, "L'orchestre de I'Opera et son evolution de Campra a Rameau,,, Revue de 
Musicologie, 76, no. 1 (1990): 28 & 36. 
19 E. Borrel, “Les indications metronomiqiies laissees par les auteurs frangais dii XVIIIe siecle,'' 
Revue de Musicologie, 9, no. 27 (1928): 153. 
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total, covering most of the old and new genres in the three political periods of Louis 
XIV, the Regency and Louis XV.^ ^ He has also written six tragedies en musique 
from 1699 to 1718 in the first two periods, and in the new genres, including 
pastorale-heroique, comedie-lyrique, opera-ballet and ballet-hero'ique. The range 
of styles demonstrated that the composer was quite aware of the new trends and 
became one of the pioneers in these new genres. 
There are only scattered discussions on the musical and dance practice of 
heroism in the Greek and Roman culture. For instance, A Companion to Greek 
Tragedy gives useful introduction of the depiction of Gods and goddesses and the 
different types of music and instruments and dance for different festivals and heroic 
figures respectively? 1 Mathiesen described the music for Apollo the hero as 
rhythmically duplicated and syllabic.^^ This musical practice was a norm of the 
homorhythm and syllabic iteration found in the French theatre in the seventeenth and 
eighteenth centuries. Yet, the cross-culture comparison is seldom discussed in 
artistic terms except for the mythological origin of the French theatrical heroic 
See Table 1.1 in the Chapter one. 
21 Gregory discussed the Greek myth, the collective cultural heritage and the heroes in Chapter eight. 
See Justina Gregory, ed. "Myth," "Lyric," "Music," A Companion to Greek Tragedy (Victoria: 
Blackwell Publishing, 2005), 119-135. 
22 Mathiesen stated that, "Proclus's Chrestomathia relates nomos to Apollo through one of his many 
epithets... Apollo was called Nomimos (that is a virtuoso performer). Heroic meter is also used in 
relation to Apollo. See Thomas J. Mathiesen, ed. Apollo ’s Lyre: Greek Music and Music Theory in 
Antiquity and the Middle Ages (Lincoln and London: University of Nebraska Press, 1999), 60-61. 
Apart from artistic leader, Apollo was regarded as "the law giver". The musical praise to Apollo 
usually included the instrument, kithara. 
31 
production and the Alexandrine poetic lines found in the French narrative. 
Moreover, the hero is not treated as a separate topic like gods or authoritative figures 
by Gregory.23 
The discussion in the above books reveals a trend and tendency to perceive the 
heroism as a part of a whole, but not a self-sustaining concept to be studied 
independently. The hero is not regarded as a single and a well-defined entity. The 
French model of hero, in theatrical terms, is a cultural embodiment that defies clear 
identification and generalization. 
Musical and dance characterization of ballet works in between 1690s and 
1733'' 
The inter-disciplinary and integrated approach analyzing the ballet works of the 
early eighteenth-century was limited. Nevertheless, the close association of the 
court productions with politics led to a significant body of study in the combined 
area. Cowart,^^ in her article "Carnival in Venice or Protest in Paris" and her book 
23 Justina Gregory, A Companion to Greek Tragedy (Maiden, MA and Oxford: Blackwell Publishing, 
2005). 
24 The use of the word "characterization" is more for the sake of convenience. Other similar terms 
also exist. For example, Cuddon includes an entry "characterology" to specify the creation of an 
individual and the formulation of a certain type of character that tries to be universal. See J. A. 
Cuddon, C. E. Preston rev. A Dictionary of Literary Terms and Literary Theory (Oxford: Blackwell, 
1991. First published, 1977), 127. 
25 Cowart is one of the major scholars researching the issues at the turn of the 18th century. Her 
important works include The Origins of Modem Musical Criticism: French and Italian Music, 
1600-1750 (Ann Abor and Michigan: UMI Research Press, 1981); "Of Women, Sex and Folly: Opera 
under the Old Regime," Cambridge Opera Journal 6, no. 3 (1994): 205-220; "Watteau's 'Pilgrimage 
to Cythera' and the Subversive Utopia of the Opera-Ballet," The Art Bulletin 83, no. 3 (2001): 
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The Triumph of Pleasure, discussed how political change at the end of the 
seventeenth century brought forth a new musical practice under the new leadership 
of the nobles or even the bourgeoisie (middle-class) in Paris rather than the King 
who represented the taste of Versailles. They did not focus on the choreographies 
of a particular dance and its connection with the music. 
Other scholars attempted to look at a particular work technically and drew 
general contextual inference. Meredith Ellis Little focused on one dance, “La 
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Bourgogne” and investigated the significance of dance steps in musical analysis. 
Since several ballets were revived during the eighteenth century with the usual 
addition of number of dances, there were studies that examined subsequent changes 
in the editions. Also, another branch of studies was devoted to the libretto 
development of the ballet works. For example, Anthony conducted a study on the 
revision and additions to Lully's Ballet des Muses without going into the contextual 
detail of the work.^^ Dance was usually regarded as a spectacular event that 
interrupted the continuous flow of plot. 
461-478; "Sense and Sensibility in Eighteenth-Century Musical Thought," Acta Musicologica 56, fasc. 
2 (1984): 251-266. See Georgia J. Cowart, "Carnival in Venice or Protest in Paris? Louis XIV and the 
Politics of Subversion at the Paris Opera," Journal of the American Miisicological Society 54, no. 2 
(2001): 265 -302; and Georgia J. Cowart, The Triumph of Pleasure (Chicago and London: The 
University of Chicago Press, 2008). 
26 Meredith Ellis Little, "The Contribution of Dance Steps to Musical Analysis and Performance: 'La 
Bourgogne'," Journal of the American Musicological Society 28, no. 1 (1975): 112-124. 
27 James R. Anthony, "More Faces than Proteus: Lully's 'Ballet des muses,'" Early Music 15, no. 3 
(1987): 336-344. 
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The literature review showed the focus on one particular performing art. The 
interdisciplinary studies were lacking a perception of the whole picture. As the 
interrelationship among the plot, the dance and the music were strengthened at the 
turn of the eighteenth century, the subtle connection among the three in Les 
Stratagemes is yet waiting to be explored in the next few chapters. 
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Chapter three 
Louis XIV the sovereign king prior to Destouches's Les Stratagemes 
I Introduction 
Background 
France adopted the concept of hero in the areas of sculpture, portraits, literature, 
politics and performing arts starting in the Renaissance in the late fifteenth century. 
However, the treatment and aesthetics of the concept was treated differently among 
the various disciplines] 
In performing arts, Cardinal Richelieu (1585-1642) and Cardinal Mazarin 
(1602-1661), the ministers of Kings Louis XIII and Louis XIV respectively, utilized 
ballet de cour and other lavish spectacles like festivals and parades accompanying 
different royal events to foster the image of the two kings as the sovereign-heroes or 
even the greatest leaders in the universe to their people.2 These performances and 
1 Charles Antoine Coysevox (1640-1720) was responsible for creating many of the sculptures in 
Versailles. Charles Le Brun (1619-1690) and Hyacinthe Rigaud (1659-1743) were the two major 
painters during the rules of Kings Louis XIII and Louis XIV. Le Brun became Premier Peintre dii Roi 
in 1662 and director of Academie royale depeinture et de sculpture in 1663. Rigaud was most famous 
for his 1701 portrait of Louis XIV, with the King in his coronation costume. According to Bannister, 
in the 1640s, "novelists responded to the prevailing interest of their readers by creating heroes who 
were a mixture of ancient and modem in terms of their ambitions and sensibilities... The reading 
public responded enthusiastically and it is not surprising that they were prepared to believe that an 
individual in the contemporary world could match the characteristics of the literary hero when an 
apparent model presented himself." It seems that the readers are finding equivalents between ancient 
and real-world heroes. They are mixing the ancient heroes found in the Greek mythologies with the 
conception of the hero in the seventeenth century. See Mark Bannister, Conde in Context: Ideological 
Change in Seventeenth-Century France (Oxford: European Humanities Research Centre of the 
University of Oxford), 12. 
2 Cardinal Duc-de Richelieu (1585-1642) was the chief minister of Louis XIII from 1624 till his death. 
He utilized arts to promote the glory of the King. Among his contributions, he built the 
Palais-Cardinal which became Palais-Royal and a major indoor theatre for royal theatrical 
productions after his death. He was the patron of the Academie frangaise and Pierre Comeille, the 
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spectacles were held indoor in the halls or outdoor at the Palais-Royal (the residence 
of Richelieu, the prime minister of France), the chateaux (the fortress) like chateau 
de Fontainebleau and chateau de Versailles, depending on the context and the scale 
of the event. The royal family members, the king, and nobles actively participated 
in the productions as either singers or dancers. 
During the sixteenth and seventeenth centuries, two major /zeVoz^we-related 
theatrical productions were introduced to the French court. The ballet de cour, a 
form of ballet, was imported from Spain and Italy; and tragedie en musique, a type of 
French opera, was first composed by Lully.^ A number of librettists drew 
inspirations from the Greek mythologies and mixed the latter with contemporary 
allegories of the French court.* The composers on the other hand arranged the 
hexameter-poetry of the Greek heroic epic with contemporary Italian, Spanish and 
French music. The stage designers also refined the representation of hero'ique 
with mise en scene (stage-setting) using sets, machines and costumes. The praises 
major playwright at that time. Jules Mazarin (1602-1661) succeeded Richelieu and became the chief 
minister of Louis XIV from 1642 till his death. Apart from that, the festivities are arranged extensively 
and frequently to commemorate all the important royal events like royal marriage, victories and 
funeral with the state processions. For instance, a number of royal ballet productions were allusions to 
political events including the marriage of Louis XIV with Maria Theresa of Spain in 1660, the birth of 
the Dauphin (the inheritor of the King) in 1662 and his fifteenth birthday in Ballet de la Jeimesse in 
1686, military victories in Cyrus in 1673 and the peace treaty ofNimegue in Ballet de la Paix in 1679. 
In a larger context, these spectacles, festivals and parades are used to promote the greatness of the 
French empire. In this thesis, however, I do not attempt to look at all of these, rather, I would merely 
focus on staged hero 'ique. Hero'ique is one of the components in these spectacles that it inclines more 
to the side of the personal glory of the King much more than to the collective embodiment of French 
culture. 
3 The first production was Lully's Cadmus et Hermione (1673)，first performed on April 27, 1673, at 
the Paris Jeu de Beqiiet. 
4 Pierre Comeille (1606-1684) and Philippe Quinault (1635-1688) are regarded as the two most 
important dramatists of their time. 
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directed to the sovereign hero faded in the second half of the seventeenth-century as 
the connotations of the hero declined during the rule of Louis XIV. 
Content of the chapter 
This chapter briefly looks at the representation of the heroic image of Louis 
XIV in order to reveal what is "supposed" to be inherited by Louis XV in political, 
music, and dance terms. Firstly, I will focus on introducing the direct and indirect 
representation of Louis XIV as the hero on the performing stage.^ Then, I will look 
at the visual, musical and dance representations of these two images in some of 
Lully's works. 
The second part will display the historical context immediately prior to Les 
Stratagemes before examining the musical and dance practices in the work in the 
next chapter. This includes the political situation, the well-being of the King and 
the Queen, the position and condition of Destouches and Roy. 
This chapter will be limited to the political content in selected court productions 
with occasional discussions on the prevailing philosophies. I will exclude the 
parodies and comedies whose objectives are satirical and humorous.^ 
5 I need to explain here that when I said "on the performing stage", 1 mean the king is involved in an 
artistic production. I exclude from the thesis the discussion the display of the royal body in other 
contexts like during dinners, festivities or other public display. The king always carries himself 
carefully according to the etiquette. But this is not the royal body that I am referring to. I am referring 
to the body with other allegorical, mythological or yet other double meanings. 
6 Destouches was chosen as a primary composer in my study. On the other hand, Andre Campra, a 
contemporary of Destouches produced a number of popular theatrical works including opera-ballets 
and pastorale-hero'ique. Yet, his works reflected mainly the Regency style and his affiliations with the 
libertine personages. Destouches's productions reflected his loyalty to the King and thus, Destouches, 
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II Louis XIV the sovereign hero and his representation 
Body-politic determined heroic image 
The single body of King Louis XIV displayed a dualism as a personal imperial 
cult and an embodiment of the monarchy. In projecting personal imperial cult, the 
adoption of a heroic image was useful in building the reputation of the king when he 
first came to rule. The body display became a strategy in politics.^ The hero-king 
or king-hero was a transcendental, trans-terrestrial figure whose power and action 
was even more glorious than the Gods. He is the protector, defender and provider 
of his people.8 As an embodiment of the monarchy, or regarding the king's 
biological body, his virility in maintaining the royal blood line and the supremacy of 
the royal family also came to be viewed as a heroic deed. The theatrical 
rather than Campra, was chosen as the subject of study in this thesis. 
7 According to Marly, "Louis XIV did not want to look like a king. He wished to resemble an ancient 
emperor. Imperial connotations of Roman armour. Dressed as a Roman emperor during festivals, 
roman dress for noble themes, it was constant and won't demode like fashionable clothes, august 
nature of costume, costume for the great when image and function is concerned�It became audience 
expectation to see tragic heroes in Roman attire," see Diana de Marly, Costume on the Stage: 1600 — 
1940 (Totowa, New Jersey: Barnes & Nobles Books, 1982), 20. 
8 According to Baecque, "the 'political design' of allegorical representation lay in its ambition to 
communicate visual narratives that reflected political principles and events; following a well-known 
code, metaphors were shaped from objects that could attract the imagination and the eyes of viewers 
and express the values and virtues held up as the slogans of a regime-the 'Father-King of the French 
people,' the 'Father-King of the French family,' the 'Provider-King,' and the 'Victorious King.' See 
Antoine de Baecque, "The Allegorical Image of France, 1750-1800: A Political Crisis of 
Representation," Representations 47 (1994): 111. Baecque believed the allegorical mode was the 
physiognomy of the French history. Les Stratagemes displayed the values and the petition for the 
return of a strong ruler mentioned above on one hand, and reflected the problems rather than the 
victories and celebration facing the King and the Queen. It was unusual except in parodies which tend 
to be satirical to current events. 
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productions seemed to represent the imperial cult rather than the biological side 
during the rule of Louis XIV.^  
The effectiveness of the heroic image relied on the receptiveness of the audience. 
The heroique agenda was superimposed on the audience, who were the nobles and 
selected public. The audience, who was sitting, was part of the drama in paying 
tribute while the God/ King descended from heaven or the elevation of the hero by 
the stage machine.'^ 
When the king danced on the stage as a hero, he projected the direct 
representation of a hero. As mentioned in the previous chapters, the hero 
represented in the form of a Roman warrior displays a strong muscular image of the 
protector and the provider of the country. If the king assumed roles other than a 
mythological or allegorical hero, he was usually displaying himself as the heroic 
gallant leader in the society with good taste and good manners and as the greatest 
patron of art. This image is usually depicted through the king dancing in a female 
role which the androgyny and gender subversion actively transform the unique 
French form of hero into a female dancer with abstract qualities other than a hero." 
9 When King Louis XIV was 23, Louis de France, le Grand Dauphin was bom on 1 November 1661. 
Together with Philippe Charles de France, Due d'Anjou who was bom on 5 August 1668, the heir to 
throne was secured. 
See Jean-Marie Apostolides, Le wi-machine: spectacle et politique au temps de Louis XIV {?SLV\S\ 
Edition de Minuit, 1997). 
11 According to Baecque, authors like Abbe Sieyes liked to use similar allegorical images of the king 
to promote the artistic propaganda. See Baecque, 111-112. For further discussion, see Donald Baird 
Chae, Music, Festival, and Power in Louis XIV's France: Court Divertissements and the Musical 
Construction of Sovereign Authority and Noble Identity, 1661-1674 (Ph.D. dissertation. University of 
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When King Louis XIV stopped dancing on the stage, the direct representation of 
the sovereign king was also discontinued. The attention of the nobles and the other 
audiences were directed to their own pleasure-seeking operas. In most cases during 
the rule of Louis XIV however, the allusions and praises to the King Louis XIV was 
still the focal point even if the Dauphin or other important royal bodies were praised 
1， 
in the prologue. Also, even when a heroic character is portrayed without the 
presence of the King, the King is still the sole body to receive the allusion and praise 
from the audience. Thus everything, including the productions and the performers, 
was utilized to promote the glory of the King. 
King Louis XIV also maintained his heroic image through non-stage means. 
Even if King Louis XIV was not dancing on stage, the heroic agenda was invoked 
depending on the participation of the king in the event. When King Louis XIV sat 
as an audience in the centre of the hall, the nobles sitting behind him still looked 
upon him as the leader. When the king stopped dancing in 1671 and stopped 
attending operas after 1690, the heroic representation lost its central force and 
became increasingly symbolic without attachment to a real body or a performing 
body for imperial cult or worship. It becomes the game of allusions in the prologue 
Chicago, 2003). 
12 For instance, the praise to the Dauphin in the prologue of the Isse was in fact a praise to King Louis 
XIV as the father of the hero, who was the hero of the hero. 
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of the artistic productions. The element of body-politic is equivalent and essential 
to heroic display as a result. 
Visual display 
The French emphasis on ballet in the heroic theatrical productions transformed 
the Greek muscular, tragic, and military hero'ique model to galante, precieux, 
feminine, and light-hearted sentiment. The French hero was projected as a Roman 
warrior in armour as the Roman Empire was perceived as the greatest empire ever 
known in European history.'^ To "look Roman" signified the timeless and 
changeless divine rights of the kings, and the strength of a conqueror that brought 
glory to his people before other European powers. 
As a result, in choosing a proper image for the King, it must be a Roman 
warrior rather than a contemporary and fashionable image which could not escape 
from the trends and changing tastes of the society. Nevertheless, the image of 
Roman rumour was not limited to the exclusive image of King Louis XIV, instead, a 
13 It is obvious that the use of Roman costume on stage has been influential throughout theatrical 
history. Roman armour suits the emblem of military glory during the French classicism whilst the 
Roman civilian white robe is featured on the stage. For details, please see Diana de Marly, Costume on 
the Stage: 1600 — 1940 (Totowa and New Jersey: Barnes & Nobles Books, 1982), 9. On the other 
hand, the French playwrights preferred the Roman armour rather than the Greek dress because Greece 
was part of the Turkish empire at the time of the Renaissance. Greece was isolated from the rest of 
Europe and collection of data and others was not available. 
14 See Marly, 9. On the other hand, to look Roman rather than to look "Greek" was preferred because 
Greece was part of the Turkish empire which made investigation difficult. 
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number of nobles who were important military commanders like Prince de Conde 
was also regarded as heroes in French society” 
Another essential feature of the hero was to look noble, or in French terms, 
vestir nobilmente. Being the leader in the taste of art and was an important part of 
Baroque theatre and the heroic character was decorated in the Roman armour with 
seventeenth-century or fashionable periwigs or other latest decoration liked plumes, 
together with contemporary garments and accessories.'^ This gorgeous image 
would help the audiences identify the hero on the stage and foster heroic propaganda. 
Even if the audience might not be able to read or write, they were still able to locate 
the hero by searching for the eye-catching and the "grandest person" with the tallest 
and the most elaborate plumes. 
The image of a gallant performer was indispensible as dance performance was 
an effective medium in representing the vestir nobilmente. The dances, gestures 
and pantomime helped illuminate the gallant way the hero carries himself on stage. 
This tradition of French theatre was adopted from the Italian practice in tragedy. 
15 Prince de Conde was a military leader in the time of Louis XIV and was highly regarded by the 
French society. However, his deeds were not represented on stage as the king is the sole receiver of 
praise on the stage. Thus, it is out of the scope of the present study. It also explained partly why I used 
the term sovereign-hero to distinguish this distinctive theatrical heroic body on the stage not found in 
other bodies. 
16 Not all the European rulers would allude themselves as a Roman hero. For instance, as Queen 
Elizabeth I is a female ruler; as James I and VI did not have the heroic attributes. They aim to build a 
respected monarchy above their own image. 
17 Periwigs became fashionable in 1650s. Contemporary gentlemen wore periwigs, so the hero would 
do so also because the audience would not understand the ancient symbols. According to Marly, the 
French people were not willing to discard the fashionable beauty established in contemporary times. 
See Diana de Marly, "The Establishment of Roman Dress in Seventeenth-Century Portraiture," The 
Burlington Magazine, 117 (868): 442-451. 
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The idea of juxtaposing vestir nobilmente with a conqueror was very important to the 
image of a hero. It was only applied to tragedy, rather than comedy in most cases as 
the tragedy usually dealt with noble themes and characters whilst comedy focuses on 
daily lives that might not involved the idea of heroique. It is a practice that blended 
contemporary fashion with historical accuracy. 
Ill Representation through the plot and the music 
Direct representation through a heroic plot 
Though there was a significant mixture of historical Greek or Roman culture 
with French culture in librettos, staging and music, the choice of genre for the 
concept of heroique remains as serious as that in the Greek theatre in the 
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seventeenth-century France whilst the visual image is Roman. 
Under Mazarin and Richelieu, the ballet de cour in the seventeenth century was 
integrated into an organized propaganda campaign. Music by Beauchamps (during 
the reign of Louis XIII) and Lully (during the rule of Louis XIV) was used to 
transform the ballet and tragedie en musique into court genres with allegorical 
prologues and followed by mythological plays. The earliest example of these 
propagandistic productions dated back to La Conquete du char de la gloire (1628) 
though the first ballet de cour, Balet comique de la Royne by Balthasar de 
18 Lully incorporated comedian elements in his first tragedie en musique, Cadmus et Hermione in 
1673 however, abandoned the comic element starting from his second work on the same genre. 
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Beaujoyeulx (d.c. 1587) appeared in 1581.'^ These productions served both ends of 
entertainment and propaganda. 
The interpretation of heroique was done through overt visual and aural clues. 
The prologue is the major vehicle of the heroic agenda although the intermede, the 
entree or acts follow might also resemble the heroic idea posted in the prologue or 
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introduce another heroic subplot. The prologue in the seventeenth century usually 
had an elaborate narrative rather than merely a symbolic idea. In fact, the prologue 
was as important as the content that followed. To foster the heroic agenda, unlike 
the Renaissance ideals that embraced realism and obscure allegories, the 
seventeenth-century French theatre embraced vulgar display and expression with 
explicit allegories so that the audience would easily be able to interpret the intended 
message of praising and promoting the glory of King Louis XIV and the French 
monarch. 
19 The title later changed to Ballet comiqiie de la reine. This genre is divided into two phases of 
development with the second one marked by Ballet de Cass Andre (1651) and followed closely by 
Ballet de la niiit (1653) from the period of Louis XIV. 
For instance, Powell mentioned that Montreux's Arimene, Les Amantes (1613) and Coignee de 
Bourron's Iris (1620) had heroic intermedes in honour of the French people. The intermMes 
dramatize "great military moments in French history" and praise the King Louis XIII and Queen Anne 
of Austria in "bringing (brings) joy, prosperity, and a return of the Golden Age" respectively. See John 
S. Powell, Music and Theatre in France: 1600-1680 (Oxford: Oxford University Press, 2000), 18L 
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25 The degree of heroism in the tragedie en musique varied greatly. Even the 
subject matter dealing closely with a supernatural, mythological and allegorical plot, 
the genre did not always possess hero'ique elements. Even more, Lully omitted the 
prologue when the King did not participate in or view the production, so to increase 
9， 
dramatic unity. The prologue was usually separated from the rest of the dramatic 
plot since it was a panegyric to the King. Over the course of the seventeenth 
century, dramatic unity was considered increasingly more important than other media 
like music and dance though the last two elements were growing in importance 
towards the end of the century. By the end of the century, the proportion between 
the spoken recitative and the music, and the dance sequence is one-third and 
two-thirds, suggesting that the balance in the various media were becoming 
regularized and standardized. 
The following discussion will investigate briefly the possible music and dance 
characterization of hero'ique in Les Stratagemes. I will concentrate on looking at 
the libretto and the propagandistic prologue not limited to heroic genres, as a 
21 The genre flourished between 1673-1773 with two golden periods with the works of Lully and 
Rameau. It has several other names including tragedie lyhqiie, tragedie mise en musique and 
tragedie-opera. It is usually set in five acts with or without a prologue. See Graham Sadler, ^^Tragedie 
en musique,'''' Grove Music Online, Oxford Music Online, 
http://www.oxfordmusiconline.com.easyaccessl.lib.cuhk.edu.hk/subscriber/article/grove/music/44040 
(accessed November 29, 2010). 
22 In this case, an ouverture (overture) is used to represent the prologue. Later, Rameau attempted to 
blend overture with the tragedy followed. See Graham Sadler, “Tragedie en musique,” Grove Music 
Online, Oxford Music Online, 
http://www.oxfordmusiconline.com.easyaccessl.lib.cuhk.edu.hk/subscriber/article/grove/music/44040 
(accessed November 29, 2010). 
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realization of direct representation because they are much more important than music 
and dance for the characterization of hero'ique during the rules of Louis XIII and 
Louis XIV. I will limit the following investigation to the works of Jean Baptiste 
Lully as his works are representative of this period without doubt. In the present 
study, Cadmus et Hermione (1673), Atys (1676), Alceste (1674) and Acis et Galatee 
(1686) are chosen as examples of heroic works. 
Relation to other genres and plot-dominated interpretation of hero'ique 
The concept of hero is represented in prevailing genres during the sixteenth 
century like pastorale-hero'iqiie. Other genres like the tragic tragedie en musique 
and tragedie en machine, the pastoral pastorale arcadia, pastorale mythologie, ballet 
de cour and the sub-genres of the ballet, may also contain heroic features depending 
upon the choice of the l i b r e t t i s t s . Though these genres are different in forms or 
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subject matter, the representation of the concept of hero is similar. The following 
The use of the term was not confined to the title at its first appearance around 1650s. Dassoucy's 
Les Amours d'Apollon et de Daphne is a comedie en musique that emphasized on both music and 
drama in a mixture of modes: ribald, erotic, heroic, serious, and tragic. Another work, Melicerte, 
Moliere's comedie-pastorale-heroiqiie mixed several elements together. See John S. Powell, Music 
and Theatre in France: 1600-1680 (Oxford: Oxford University Press, 2000), 191 & 201 respectively. 
The term pastomle-hero'ique began in the work of Lully's Acis et Galatee (1686)，followed by Gatti's 
Coronis (1691), Destouches's Isse (1697), La Doue's Le Jugement de Paris (1718), Villeneuve's La 
Princesse d'Elide (1728), Rebel's Le Pastorale hero'ique (1730) under the period of the present study. 
24 This genre, when compared to pastorale arcadia, pays attention to visual and musical 
embellishment rather than the idea of dramatic realism. It aligns with lavish spectacles. According to 
Powell, "the association of music with merveilleia also has a philosophical basis, for it reflects the 
Platonic ideal that music originates in the heavens, and is representative of universal concord and 
cosmic order. Hence, different styles of song and dance would aid in delineating a pastoral social 
order comprised of gods and demigods, divinities of the forests and streams, and nymphs and 
shepherds," 230. 
25 For detailed discussion of each genre, see John S. Powell, Music and Theatre in France: 1600-1680 
(Oxford: Oxford University Press, 200(4 181. 
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will discuss how the construction, the music and the dance carry out the heroic 
agenda. 
As mentioned previously, the plot and the deliberate body display were 
considered more important than music or dance music in the heroic agenda. The 
fabrication of the French heroic image was the summation of symbolisms specific to 
the King. These symbols concentrate in the prologue because it is much more 
symbolic and allegorical than the rest of the work. The librettists used the prologue 
to celebrate the glory brought by the military conquest, and the marriage, for 
example. 
C/i aracterization of the hero 
The librettists usually used heroic or non-heroic characters to represent the 
heroes in the prologues. The victorious-hero and the provider-hero were the two 
major types. The librettist projected these two images through either physical 
combat by the hero or other characters to sing the deeds of the hero. Roy used the 
second practice in the Les Stratagemes whilst the first practice was preferred when 
the King was still the centre of praise. Quinault, the librettist of Lully, used both 
practices and established the ways to represent the heroes in the prologues. 
Quinault's librettos formed the perception of the traditional practice prior to 
Destouches. 
47 
In Lully's Cadmus et Hermione (1673) Sind Aleeste (1674), the prologue 
incorporated the heroic characters of Apollo and Hercules as the singing and dancing 
characters respectively. The second practice, like that in Atys and Acis et Galatee, 
used non-heroic characters like Le Temps and Diane for example, to praise the 
greatness of a hero through singing. Both these two practices were modified by 
Roy in Les Stratagemes (to be discussed in the next chapter). 
Quinault, the librettist of Alceste, identified the audience's experience with that 
of la Nymphe. In this way, the audience was made to long for the return of the King 
as the prologue of Alceste invoked the military victory in France and focused upon 
the dialogue between the two female characters, La Gloire, an abstract character, and 
la Nymphe de la Seine. La Nymphe de la Seine languished and questioned if the 
hero is going to return from the military campaign. La Gloire reassures and 
comforts her by returning the King. They both praised the deeds and the greatness 
of the hero through the lyrics. They sang to praise the harmony, charm, pride, glory 
and pleasure brought by the hero. 
In Atys, the prologue alluded to the hero (Louis XIV, symbolically) awaiting the 
arrival of spring to resume the invasion of the Flanders. It focused on the current 
military conquests in 1676. 
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The prologue of Ac is et Galatee is comparatively more elaborate than the two 
works mentioned in this section, although all of them contain twenty pieces in the 
prologue. In Acis et Galatee, there is a tendency to have an increasing number of 
dances at the cost of the sung numbers as work progresses. 
The accompanying and subordinating role of the music 
Music cements the production as a whole, or in units of similar media, as in 
cementing dances into a suite or scene. However, as mentioned in the last chapter, 
in the French court, the ballet was usually regarded as the most important element in 
a production. But, when one views the performance, the efficacy of music also 
reminds the audience of the concept of heroique through the traditional auditory 
effect of overture of the prologue. Music enhances the process of signifying and 
embodying the concept and attaches it to the performance. For example, in terms of 
instrumentation, the use of victory and war-related instruments like the trumpet or 
musette in pieces like air de trompette create the mood and sensation of the heroique 
through glory, victory and majesty. Nevertheless, in the French ballet works, both 
music and dance are seldom studied in context or in an interdisciplinary manner. 
In the chorus, composers repeated a simple short message of praise to maximize 
the auditory effect in the experience of the audience. Typically, the lyrics included 
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the concept of heroique, for instance, gloire (glory), victoire (victory), triomphe 
(triumph), bravoure (bravery or prowess), grandeur (grandness) in the French 
language; and lavishness, splendeur (magnificence), and merveilleux (wonder) on 
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representational and symbolic level. The concept also alludes to the 
supplementary ideas of abundance, peace and pleasure?^ 
In instrumental pieces, the simple homophonic and the dotted rhythm 
represented the French language which stressed a clear iteration of words and melody. 
The dotted rhythm was extensively and consistently used in the overtures stressing 
the majestic walking image and power of the kings. The practice was established 
by Lully in an attempt to write in French musical language in the tragedie en 
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musique. 
Music is usually studied in terms of genre rather than a concept. The 
discussion in these genres focused much more on the pastoral aspect which has 
certain expected elements in the libretto, music and instrumentation, as discussed in 
26 It is not the aim of the present study to examine all uses of the concept or the definition of heroique, 
but rather to examine the use of heroique in a theatrical specific context in the chosen ballet work of 
Destouches. Also, rather than paying tribute to the idea of heroique being hedonistic like what is 
presented as social dance in a ballroom or grand party context, I will investigate a different path, that 
is, how the glory and propaganda side of heroique survive and maintain when these two elements is 
no longer regarded as the greatest necessity at the turn of the eighteenth century in France. 
27 Louis XIV called his country "A society of pleasures" after the major victories in the war of 
Frondes in 1659. He encouraged the nobles to unarm, move into the palace of the King and pursue 
idleness and entertainment instead of national affairs. To keep the nobles busy, the court produced 
many spectacles, ballets and the nobles would participate in the plays through singing, dancing or 
performing on an instrument. 
28 Other musical features include French-style recitative with fluctuating meters and syllabic vocal 
lines. See Graham Sadler, ''Tragedie en musique" Grove Music Online, Oxford Music Online, 
http://0-www.oxfordmusiconline.com.lib.hkapa.edu/subscriber/article/grove/music/44040 (accessed 
November 29, 2011). 
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Power's dissertation on pastorale-hero'ique?'^ The pastorale is a genre that could 
combine with different qualities like the lyrique and the comic to become another 
genre. In that sense, hero'ique is both abstract and concrete depending on one's 
perspective and operates in a fashion like the pastoral with relevant sub-genres of 
opera-hero'ique, ballet-hero'ique and pastorale-hero'ique. However, the concept is 
not included in the title even if hero'ique elements are frequently found in other 
genres. The defining features of the work, whether pastorale or hero'ique, needs 
further investigation. In Power's dissertation, pastorale-hero'ique is largely 
discussed in terms of pastorale rather than hero'ique. An inclusion of the political 
context may reveal reasons why the composer and the librettist labeled the work as 
hero'ique. 
Musical features resembling hero'ique element 
Musical features highlight the hero'ique elements in Lully's works. The major 
vehicles include the French overture and the courante. During the third quarter of 
the seventeenth century as Neoplatonism became fashionable and Louis XIV 
continued performing on stage, hero'ique is communicated through abundant use of 
French ouverture in the mixed French and Italian style with stately tutti dotted 
29 D. M. Powers, “The Pastorale-hero'ique: Origins and Development of a Genre of French Opera in 
the Seventeenth and Eighteenth centuries" (Ph.D. dissertation. University of Chicago, 1988). 
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rhythm and imitative writing respectively. This practice follows that of ballet de 
cour and established as a tradition in the court productions. 
Though the courante did not appear frequently in Lully's ballets, the dance is 
specifically related to King Louis XIV's image as the Sun King. According to 
Little and Cusick, "French 'courante' (is), a 'majestic' and 'grave' triple-metre dance, 
usually in 3/2, characterized by rhythmic and metrical ambiguities, especially 
hemiola, frequent use of modal harmonies and melodies, and a contrapuntal 
texture.，，3G Courante music was highly popular in the court balls during King Louis 
XIV's time. The King would usually dance the first courante before other dancers 
joined. The dance steps ''terns de courante” (bend-rise-slide) and “pas de courante" 
(plie-eleve) which was believed to be the signifier of the symbolic rise of the Sun 
King who radiates and gives warmth, peace and abundance to his people including 
the nobility. 
The practice of social dance is the systematic tool of control as an upholder of 
social hierarchy and obviously no matter if one agrees to the idea or not, the audience 
who attends the operatic productions is made to pay tribute to the rising King by 
viewing him ascending like the Sun in this particular dance step. 
Meredith Ellis Little and Suzanne G. Cusick, "Courante," Grove Music Online, Oxford Music 
Online, http://0-www.oxfordmusiconline.com.lib.hkapa.edu/subscriber/article/grove/music/06707 
(accessed November 29, 2011). 
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IV Conclusion 
As an equivalent to body-politics, the fabrication of the heroic image is specific 
for the use of Louis XIV. Though the timeless and unchangeable sovereign-hero is 
displayed in the Roman armour and high plumes, the ability of the sovereign hero in 
upholding the relevance varied. Also, the concept of the hero also changed as 
realism and other philosophies changed the centuries-old mythologies. By the end 
of his rule, Louis XIV lost his heroic image in the eyes of new nobles and the middle 
class. When Louis XV ascended to the throne, his advisors were doomed to failure 
as they attempted to make Louis XV's image into another Sun King or Apollo. The 
direct display and body-politics did not embody the new King as Louis XV did not 
dance on the stage after 1721. Also, the relative peace in France before 1730 gave 
no chance for Louis XV to present himself as the military leader or hero for his 
French people. Louis XV did not fulfill the traditional role of a military hero and 
provider and protector as did Louis XIII and Louis XIV. It required the work of the 
librettists and the composers to revive the heroic sentiments in the audience with the 
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new genre ballet-heroique, a genre which was not classified until the end of the third 
decade of the eighteenth century. 
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Chapter four 
Plot characterization of heroique elements in Les Stratagemes de Vamour 
I The lessening role of heroique prior to the production of Les Stratagemes de 
V amour 
Heroic representation in the arts declined in the early eighteenth century partly 
because the Regency period lacked both a heroic leader and major events to celebrate 
at court. The Due de Anjou (the future King Louis XV) was only five when King 
Louis XIV died in 1711, so he was too young to assume the roles of both political 
and artistic leader of the state. The Due d'Orleans was made the Regent to the 
future King as specified in the will of King Louis XIV. During the Regency period, 
the librettists sought to present on stage the more popular images like pastoral, 
country and libertine lives or other entertainments. New artistic productions related 
to the heroism were seldom found in the Regency period. Thus, the political 
vacuum was the major cause of the artistic vacuum and discontinuation of heroique 
in the production of works that flatter the rulers. 
Owing to the King's character and his perception within the arts, the vacuum 
persisted when Louis XV began his rule. Louis XV danced on the stage only three 
times before his coronation in 1722, including L 'Inconnu (1720), Les Folies de 
Cardenio (1720) and Les Elemens (1721 version). King Louis XV's timid character 
54 
and his refusal to live as a public figure resulted in the absence of the royal display 
both on stage and off stage. Consequently, the operas and the new productions were 
entertainments for the nobles or court more than political dramas for promoting the 
greatness and the glory of France. 
II Purpose of the chapter 
This chapter consists of three parts. The first part is an introduction of Les 
Stratagemes de I 'amour including the motive for its composition, political 
background and synopsis. The second part gives a contextual suggestion of Roy's 
setting of the work as a "noble comedy" and an opera-ballet rather than a tragedie en 
musique or pastorale-heroique, the genres related to heroique during King Louis 
XIV's time. Through a contextual plot analysis and interpretation, the last part 
explains how Les Stratagemes de I 'amour stands as a political heroique drama more 
than an entertainment with dance and music. In this section, a detailed discussion 
of the plot, its allusion to real life events, and the attempts to redefine the new Queen 
as the heroique representative will be drawn. 
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Ill Introduction to Les Stratagemes de Vamour 
Les Stratagemes was the first ballet-hero'ique written after the marriage of King 
Louis XV and the Queen on 15 August 1725 (see Table 4.1).' The work was 
performed once only at the Royal Academy of Music in Paris on 26 March 1726. 
According to the introduction of the libretto, the work was written in celebration of 
the royal marriage of King Louis XV to Marie Leczinska held earlier at the 
Fontainebleau in 5 September 1725. The name of the Queen-to-be was formally 
announced to the public on 27 May 1725 and the royal marriage was officiated by 
Cardinal de Rohan, Bishop of Strasbourg and Grand Almoner of France, on 15 
August 1725. The main details of the event and the work are shown in Table 4.1, 
Details of Les Stratagemes de I 'amour. 
1 The first ballet-hero'ique, Les fetes grecques et romaines (1723) was set by Francois de Blamont. 
The work was produced five months after the King's majority at the Council, prior to the royal 
marriage in 1725. 
2 The work was not revived after its first performance. It may reflect the King's resentment to the 
Queen's influence politically at the court. 
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Table 4.1 Details of Les Stratagemes de I 'amour 
Year of production 1726 
Occasion Celebration of the marriage of Louis XV 
Librettist Pierre Charles Roy 
Composer Andre Cardinal Destouches 
Genre Ballet-hero'ique (second phase of opera-ballet) 
Setting A prologue with three entrees 
Subject matter A noble comedy stated by the librettist Roy in the avertissement 
Purpose Celebration of the marriage of King Louis XV to Marie 
Leczinska 
Dedication Queen Marie Leczinska 
Political background 
The problem of royal succession fostered the "strategic" marriage between King 
Louis XV and Marie Leszczynska (the future Queen Marie Leczinska). Early in 
1710s, the deaths of the possible successors including Louis, Grand Dauphin 
(1661-1711) in 1711, Louis, Due de Burgundy (1682-1712) and Louis, Due de 
Bretagne (1707-1712) in 1712, and finally, the Due de Berry (1686-1714) in 1714 
left the ruling Bourbon family with only two candidates, the Due de Anjou (the 
future King Louis XV) and Philip V of Spain (1683-1746)�When King Louis XIV 
died and King Louis XV started to rule with minority, the latter was an orphan 
without any immediate family members to guide him.� In order to secure the throne 
to the Bourbon family, Philip V was urged to renounce the rights to succeed the 
3 The mother of King Louis XV, Marie Adelaide, died of smallpox in 1712. Duke of Burgundy, father 
of King Louis XV and Louis, Duke of Bretagne, brother of King Louis XV contracted the disease and 
died shortly after the death of Marie Adelaide. Philippe d'Orleans was the closest uncle to Louis XV 
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French throne after the Treaty of Utrecht in 1713 and after the Treaty of Hague in 
1720. The renouncement was pivotal in preventing the creation of a new 
Franco-Spanish state under a single ruler. To maintain the ruling power in the 
Bourbon family, Louis XV's great uncle, Philippe d'Orleans, cousin and son-in-law 
of King Louis XIV, was made the regent of King Louis XV. 
The royal succession crisis deepened to the rift between France and Spain. 
King Louis XV was initially betrothed to the three-year-old Infanta Maria Anna 
Victoria of Spain (1718-1781) and the Infanta was sent to Versailles and raised at 
court.4 With the succession crisis pending when King Louis XV came near to death 
in 1723, the newly appointed prime minister, the Due de Bourbon (1692-1740), 
resolved to remedy the situation by finding another European princess old enough to 
produce an heir. The Spanish court was insulted when the betrothal between King 
Louis XV and the Spanish Infanta was repudiated and the seven-year-old Infanta was 
sent back to Spain in April 1725. The Spanish court reacted by breaking the marital 
engagement of two d'Orleans princesses set at the same time with the Louis 
XV-Spanish Infanta engagement. 
4 The political marriage was arranged as part of the marital engagement after the War of Quadruple 
Alliance in 1718-1720. 
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The prime minister, Due de Bourbon (Louis Henri de Bourbon, Duke of 
Bourbon, Prince of Conde 1692-1740), and the French court held high hopes for the 
royal couple to perpetuate the glory of France by giving birth to a new Dauphin (the 
heir to throne) after the King recovered from severe illness in 1723.5 
Les Stratagemes included an elaborate dedication to the Queen. The work won 
the Queen's support for the librettist even though Les Stratagemes was performed 
only once on 26 March 1726. The political reasons for the choice of Marie 
Leszczynska as the future Queen of France, and the depiction of events in her life 
prior to her move to Versailles seemed to provide inspiration for both the title and the 
elements of the plot of Les Stratagemes. The Due de Bourbon, the prime minister 
of France from 1723 to 1726, chose the bride for the King out of ninety-nine eligible 
contestants partly because Marie Leszczynska was twenty-one-years old and thus 
able to conceive children. 
The marriage reflected political concerns for the state and Europe. The Due de 
Bourbon's sister, Henriette Louise de Bourbon (1703-1772), the daughter of the Due 
de Lorraine, Anne Charlotte of Lorraine (1714-1773), the Elizabeth of Russia 
(1709-1762) and the daughter of George I of England were among the candidates of 
the future Queens. Henriette Louise de Bourbon/Mademoiselle de Vermandois was 
5 The arrangement of the royal marriage was the major achievement of the Due de Bourbon. 
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not considered seriously as she was a member of Bourbon-Conde family. Marie 
Leszczynska was brought up as a Polish princess in exile in Wissembourg (Alsace, 
France) where her family was staying in a country palace with a pension and army 
provided by the Due d'Orleans, the regent of Louis XV. The exiled royal family did 
not carry any political influence or chance to return to Poland. The family was 
disconnected from alliance with other European countries so that the marriage of 
Louis XV to Marie Leszczynska would not ignite problems of allegiances, 
dominance and influence of other royal families with the French royal family. 
Further, this alliance was far enough removed so that the severe opposition of the 
Spanish court would have limited impact on the French and Polish plans. 
Noble comedy 
Les Stratagemes also set out to flatter the King and the Queen through the joint 
effort of Roy and Destouches. The librettist, Roy, devised a noble comedy in the 
form of a prologue and three entrees, although he deviated from the standard model 
of a prologue and four entrees.^ Roy, in writing the avertissement (warning) found 
in the printed libretto of Les Stratagemes, indicated that the work was written as a 
comedy, a genre that as popular in the theatre of the 1720s. However, the subject 
matter of love is disguised, and noble characters were used although they were drawn 
6 The standard form of ballet-hero'ique is a prologue with four entrees. Roy's theatrical works, 
showed flexibility of usually having three to five entrees. 
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from ancient Rome or other historical times. Thus, Les Stratagemes was very 
mixed in terms of its genre and representation. Mixed elements included the use of 
comedy, ballet, and tragic, serious and comic characters. These elements were not 
typically combined or juxtaposed in a single work. 
Synopsis 
Prologue 
The prologue portrayed a temple scene in the Temple of Glory. The priestess 
of glory was celebrating and perpetuating the glory of the King and the Queen 
among the warriors and shepherds in the Temple of Glory. The King was regarded 
as the hero and venerated along with previous French kings, including Hugues Capet 
(939-996), Philippe Auguste (1165-1223), Charles (V) le Sage (1338-1380), Louis 
XII (1462-1515), Fran9ois premier (1494-1547), Henry IV (1553-1610), Louis le 
Juste (Louis XIII) (1601-1643) and Louis le Grand (Louis XIV) (1638-1715). 
Entree I Scamandre 
The first entree, entitled Scamandre described the love entanglements of four 
people, Calliree, Leandre, Scamandre and Palemon and showed how reluctant but 
dutiful Calliree followed tradition and custom in marriage rites and was rewarded. 
The story was based on a Trojan custom near the river Scamandre and was set during 
the time of the ancient Greeks. Fictitious noble characters were used and set in 
scenes from ancient Greece. Quoting Pitou's translated synopsis, 
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Leandre is hidden in his boat on the Scamandre, where he has disguised 
himself as the god of this Trojan river. Palemon tells Doris that he cannot 
understand why he should have to present Calliree to the river god because 
he is marrying her, and Doris explains that this Trojan custom dates from the 
time of Helena. Calliree complains of her future husband and laments her 
handsome lover Leandre. The two women tender offerings to the god, who 
appears in the person of Leandre, not her future husband Palemon. 
Leandre reveals his identity to her, and they sail away to a chorus and ballet 
celebrating their reunion.7 
Entree I Les Abderites 
The second entree, Les Abderites, illustrated the successful strategy of Irene in 
resolving the love intrigue among Timante, Iphis and herself. Abdere was a city 
state on the coast of Thrace in ancient Greece. The plot was set during the time 
when King Lysimachus (360-281 BCE) ruled Thrace. As stated by Roy in the 
preface, the heroic sentiment in this event recalled the reign of the French King, 
Charles V (1338-1380) in 1373. Both Kings used the strategy of attrition to stir up 
and spread the fighting in different places instead of trying to win a major battle. 
The protagonists were fictitious although the general points about Abdere were from 
history. Pitou summarized the plot as follows: 
7 See Spire Pitou, The Paris Opera: An Encyclopedia of Operas, Ballets, Composers, and Performers, 
Rococo and Romantic, 1715-1815 (London: Greenwood Press: 1983), 506. 
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Irene is angry because she must renounce Iphis to marry Timante, whom 
she has repulsed in a thousand ways. The citizens of Abdere enter at 
this point. They believe themselves to be mad because they have just 
seen the tragedies of Ajax and Oreste. They are determined to destroy 
their city and to slay its inhabitants in their blind rage. They address 
hymns to Mars and swear to make every quarter of the city feel "the 
black fury of our hearts." Irene takes a hint from the frenzied Abderites 
and feigns madness. She calls Timante "Ajax" and points to 
nonexistent lightning in the sky and imagined abyss at her feet. Timante 
refuses to help her, but Iphis, the lover of Irene, tries to comfort her. 
Iphis and Irene rejoice that Timante has lost all interest in marrying her, 
and the entree ends with songs and dances celebrating the reunion of the 
happy couple.8 
Entree III La Feste de Pit Hot is 
The third entree, La Feste de Philotis, illustrated the love that transcended the 
social classes between Emile, the Roman Lord and Albine, a Roman lady disguised 
as a s l a v e . 9 The plot was set according to the life of Romulus written by Plutarch 
(46-120) in Parallel Lives (Lives of Noble Greeks and Roman). The synopsis 
translated by Pitou is: 
8 Ibid, 506. 
9 Ibid, 506. 
The works of Plutarch were brought to western Europe through the French translation by Jacques 
Amyot (1513-1593). The works included Lives and Mor alia translated in 1559 and 1572 respectively. 
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La Feste de Philotis presents Lycas as head of the slaves' celebration 
(slave of Emile and King of Games), and his master Emile asks him to 
help him win favor with Albine. Albine has disguised herself as a slave 
to test Emile's love for her, and Emile is taken aback to learn that he has 
fallen in love with a slave. She reminds him of Sabine, and this 
unwelcome development leaves him in disarray. The festivities begin, 
and Emile searches for Albine, but she protests that she is a mere slave 
when he finds her. He insists that her lowly status as a slave is no 
obstacle to his love, and she reveals her identity to the joy of Emile, the 
chorus, and the ballet" 
A brief outline of the plot of each entree are given in table 4.2 A sketch of the 
plots in Les Stratagemes de I ’amour, as an aid for the reader. 
Table 4.2 A sketch of the plots in Les Stratagemes de I 'amour 
Prologue The priestess of the glory ordering her retinue to reinforce the 
glory of the empire and support the King on the throne 
Entree I Calliree was presented to the River god Scamandre. 
De Scamandre Palemon wanted to marry Calliree. 
Calliree loved Leandre 
Intrigue resolved with Scamandre revealing his true identity 
Entree II Irene and Iphis were lovers. Timante wanted to marry Irene. 
Les Abderites Irene resolved the love triangle by disguising herself as a mad 
people like the group of Abderites 
Entree III Lycas was the head of the slaves' celebration. His master Emile 
La Feste de Philotis won the love of Albine, a Roman leader who disguised herself as 
a slave to test the love of Emile to her. 
The situation resolved with Emile's true love to the slave and 
Albine，s revealing of her true identity. 
11 See Spire Pitou. The Paris Opera: An Encyclopedia of Operas, Ballets, Composers, and 
Performers, Rococo and Romantic, 1715-1815 (London: Greenwood Press: 1983), 506. 
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IV Political hero'ique drama 
The title, Les Stratagemes de I ’amour, was laden with multiple strata of 
symbolism, at both the court and familial levels. The work was dedicated to the 
Queen with a letter included in the front of the printed score. The printed libretto of 
the prologue and the three entrees were independent of each other. Yet, the 
prologue and each entree metaphorically presented and celebrated the success of the 
"strategies" of the royal marriage in the real world. 
To a certain extent, Les Stratagemes was a noble and heroic comedy with 
intense political ambition, especially on the part of the librettist. Roy not only 
dedicated the work to the Queen, but juxtaposed an overt hero with a covert heroine 
which may be interpreted as alluding to the Queen. The hero was overt in 
comparison to the heroine, because the lyrics praising the heroes were drawn from a 
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well-defined tradition and easily recognized manner starting in Lully's works. 
The heroine was an unseen or meta-character and I have to rely upon other 
references for meaningful interpretation. 
In each of the three entrees, the heroine (metaphorically alluding to the Queen) 
overcame the obstacles presented to her. The character of the heroine was an 
extension of the hero although she did not assume physical combat or the 
mythological heroic adventures like the heroes. In the three entrees, the Queen was 
12 For example, the standard lyrics typically include the celebration of the "beautiful day" (beaia 
Jours) brought by the victories or others by the heroes. 65 
secondary and subordinate to the King. Other than receiving glory on her own, she 
helped glorify the hero, the King. 
As mentioned in the last chapter, the marriage also stood as an embodiment of 
the monarchy in terms of inheritance because the king's virility in maintaining the 
royal blood line and the supremacy of the Bourbon royal family. This act was 
viewed at that time as a heroic deed. The main purpose of the royal marriage was 
to produce an heir to the Bourbon family, and so the King was the ultimate receiver 
of praise directed to the hero. The role of the full-grown (ready to bear a child) 
Queen was certainly important in this act, but of a subordinate nature. The King 
was the ultimate receiver of praise. The work also reflected the ultimate natural 
order of the paternal father figure who was praised by the French court. 
The librettist, Roy, seemed to make use of different aspects of the love stories 
from the three entries to illustrate either the praised virtue or the situations facing the 
Queen and the French politics at that time. Superficially, all these entrees share the 
theme of love. Furthermore, several sung numbers indirectly addressed the real-life 
situation around the time of the marriage. Also, at the end of each entree, the 
marriage was represented by an on-stage celebration related to the successful union 
of the protagonists of that entree. The love found between the hero and the heroine 
was the recurring action which concluded each entree. In reality, Les Stratagemes 
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was also a celebration of the mutual love that developed between the royal couple 
after they first met in September, 1725. 
Some of the characters in each of the entrees suggested an inference to a person 
in real-life situation, please refer to table 4.3. In real life, the role of priestess of 
glory might be referred to Queen Marie Leczinska. The new Queen alluded to the 
perpetuator of glory and aligned the warriors and shepherds to support the heroic 
King. Thus, the Queen became an important personage in reviving the heroique of 
France. 
The first entree suggested a comical inference to the earlier amorous 
relationships Marie Leczinska before the royal marriage. Early in 1723, Marie 
Leszczynska had been asked to be the wife of the future prime minister, the Due de 
Bourbon. Even before that, Louis Charles Cesar Le Tellier (1695-1771), the 
Chevalier de Louvois in command of the regiment for the dethroned Polish King 
Stanislaw Leszczynski, had asked the Polish King to grant him the hand of Marie 
Leszczynska. The Polish king wished to have a husband with a higher title for his 
daughter. The Chevalier continued to pursue Marie with hope of becoming the 
son-in-law of the Polish king until Marie Leszczynska was chosen to be the Queen in 
1725. The chevalier might be interpreted as Philemon in the first entree who 
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wished to marry Calliree, but was hindered by the river god Scamandre, someone of 
much higher in authority and status. 
The second entree seemed to refer to the French court politics and the Spanish 
sentiment surrounding the marriage. Irene alluded to the heroine whose status in 
the marriage was able to balance the interests among France, Spain and other 
European countries. The third entree might be interpreted as the personal 
acceptance of Emile (Louis XV) of Albine (Marie Leczinska) as the queen instead of 
the Spanish Infanta. The inference of characters will be further discussed in the 
next chapter together with the study of libretto and the music score. 
Table 4.3 The inference of characters in Les Stratagemes 
Prologue 
Synopsis La prestresse de la gloire 
Real-life Queen Marie Leczinska 
Entree I Scamandre 
Synopsis Leandre/ Calliree Doris Palemon 
Scamandre 
Real-life Louis XV Marie Due de The chevalier 
Leczinska Bourbon of Louvois 
Entree II Les Abderites 
Synopsis Irene 
Real-life Queen Marie Leczinska 
Entree III La Feste de Philotis 
Synopsis Emile Albine 
Real-life Louis XV Queen Marie Leczinska 
68 
V Conclusion 
The plot of Les Stratagemes seems to refer to several current crises facing France in 
1720s. The characters, especially the female ones, might also be interpreted to 
reflect France's high hopes for Queen Marie Leczinska. Other than comically 
referring to the earlier life of Queen Marie Leczinska as an identifier of the Queen, 
the serious subject matter also addressed the heroic virtues found in the female 
characters. These virtues were vital in perpetuating the glory of the King at the 
end of each entree by means of the support of the French people and producing an 
heir to the throne. 
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Chapter five 
Music and dance characterization of heroique elements in 
Les Stratagemes de 1，amour 
I Introduction 
The political influence over the arts was lessening since 1670 when King Louis XIV 
stopped dancing on the stage. In 1690s, the tragedie en musique diminished in 
influence whilst opera-ballet rose as a new genre representing the pursuit of Utopia 
and anti-absolutism instead of heroique} Concomitantly, strong Italian influence 
was noted in the musical language of the operatic productions, at the cost of the 
typical French traits. 
As the musical heir to Lully, Destouches, Jean-Joseph Mouret (1682-1738) and 
the later Jean-Philippe Rameau (1683-1764) attempted to flatter King Louis XV after 
the latter's coronation in 1722. The ballet-hero'ique replaced opera-ballet as an 
attempt to praise the new King. However, both the pastorale-hero'ique works in 
praise of King Louis XIV after 1670 and the ballet-hero'ique works in praise of King 
Louis XV after the coronation were performed without the king-as-dancer on the 
stage. The King and the hero were not the main focus of the audience. The 
audience concentrated on the performers, like the dancers or the singers in the 
1 According to Cowart, the two opera-ballets, Le triomphe des Arts (1700) and Les amours deguisez 
(1713) portrayed Venus, rather than Paris, as the Utopia. See Georgia Cowart, "Watteau's 'Pilgrimage 
to Cythera' and the Subversive Utopia of the Opera-Ballet," The Art Bulletin 83, no. 3 (2001): 461� 
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pastorale in the new productions. The decentralization of operatic productions, 
their move from the Versailles court to Paris, and the King's decreasing influence in 
theatrical works fostered the amelioration of political influence of the theatrical 
works.2 
The ballet-heroique, which epitomized King Louis XV, provided renewed 
impetus to the hero 'ique genre of Louis XIV's time by transforming the once lengthy 
and serious mythologies into a ballet with shorter acts and a lighter mood. 
Through alignment with the ballet, the representation of the heroic image became 
increasingly related with the dance and dance music than the plot. Also, the 
librettist utilized the exotic plot to invoke the symbols of hero'ique in a new setting. 
To befit the plot and the grand heroic mood, the composers mixed the less political 
plot with French and Italian musical practice, together with the full orchestra and 
exotic instruments. 
II Purpose of the chapter 
This chapter attempts to answer the questions about the subtle interrelationship 
between music and hero'ique. Music seems to assume the role of sustaining the 
muscular hero'ique which was traditionally related to the kings in Les Stratagemes. 
2 For discussion on the performing venues and operatic productions outside the Versailles court, see 
Barbara Coeyman, "Theatre for Opera and Ballet during the Reigns of Louis XIV and Louis XV," 
Early Music 18, no.l (1990): 22-37; Georges Favre, "Un Prince Melomane au XVIIIe siecle. La vie 
musicale a la Cour d, Antoine ler, Prince de Monaco (1661-1731)," Revue de Musicologie 57, no.2 
(1971): 134-149 and Don Fader, "The 'Cabale du Dauphin,' Campra, and Italian Comedy: The 
Courtly Politics of French Musical Patronage around 1700," Music & Letters 86, no.3 (2005): 
380-413. 
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The feminine heroique also metaphorically enriches the female protagonists/ 
heroines in the work. The first section discusses the choice and the role of the 
instrumental music in the characterization of heroique. The second section explains 
the other indirect attempts at projecting musically the image of hero at the end of the 
prologue and in each entree. Through a plot and music analysis, the third section 
pinpoints the type of heroine projected in Les Stratagemes and its musical 
representations. At the same time, I will draw reference to the real-life events 
happening around the time of the production to interpret Queen Marie Leczinska as 
the heroine in Les Stratagemes. This section will end illustrating how the female 
protagonists lead the unfolding of heroique in the prologue and the three entrees. I 
will also consider the continuing reference of the heroic image to Louis XV found at 
the end of the each entree through spectacles and divertissements. 
At the end of the chapter, I will conclude how the above findings help classify 
Les Stratagemes as a ballet-hero'ique, as reflected in its choice of plot and music. It 
has the political overtone to make both the King and the Queen the new heroes to the 
court and to their people after the death of King Louis XIV. Les Stratagemes also 
highlights how the established musical-muscular heroic image tends to balance the 
dominating heroine in the plot. 
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Ill Hero'ique elements in instrumental numbers 
In general, Destouches followed the standard development in the 
eighteenth-century orchestra in representing his heroic rhetoric in Les Stratagemes 
(Please refer to column five in Appendix 1).^  Basso-continuo, strings, flute, oboe, 
bassoon, trumpet and bass drums were used. The full orchestra was utilized in a 
most of the sung numbers, including the accompanied recitatives. Outdoor 
instruments like trumpets and timpani were called into regular use in Les 
Stratagemes to enhance the fanfare atmosphere. Other than being a vocal 
accompaniment, the orchestra assumed more independent roles in separate 
instrumental numbers like the ritournelle before the major sung number, or in 
instrumental interludes and plot-related musical depictions. 
In Les Stratagemes, the prologue used many standard musical devices to display 
hero'ique ideas.4 Akin to the standard prologue, the prologue of Les Stratagemes 
musically consisted of an overture, a number of French recitatives, sung airs, chorus, 
airs for dances, either titled or untitled dances, and other instrumental numbers such 
as ritournelles and preludes. The prologue was not divided into scenes as in other 
works of Destouches like Isse. The arrangement might be interpreted as the attempt 
3 See Jerome de la Gorce, "L'Orchestre de I'Opera et son Evolution de Campra a Rameau," Revue de 
Miisicologie 76, no.l (1990): 23-43. 
4 Starting in Lully's time, the prologue was usually arranged to glorify the King. It was considered as 
part of the propaganda. It also reflected the current events including military victories, signing of 
treaties. According to Powell, the prologue was a "panegyric" to King Louis XIV. See John S. Powell, 
Music and theatre in France, 1600-1680 (Oxford: Clarendon Press; New York: Oxford University 
Press, 2000), 244. 
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of the librettist and the composer to present the prologue as a single message praising 
the royal couple through integrated sung plot and danced spectacle.5 
Key characteristics 
Destouches used exclusively the key of D as a primary key to depict hero'ique in 
the prologue, as seen in column six of Appendix 1 At the turn of the eighteenth 
century, several theorists and composers wrote about the key characteristics which 
reflected the concern of the composers over the choice of key. As discussed by 
Jean Rousseau (1644-1699) in Methode Claire (1691), D major denoted "gay things 
and grandeur" whilst d minor denoted "serious subjects."^ Marc-Antoine 
Charpentier (1643-1704), another contemporary of Destouches, stated in his 
''Regales de composition” (1692) that D major was "joyful and very militant" whilst 
d minor was "serious and pious."8 Charles Masson, a church musician and theorist, 
discussed the characteristics of different keys in “De la Nature des Modes” in 
Nouveau traite (1697) that D major was "pleasant, joyful, bright, songs of victory" 
5 It is a standard practice to divide the prologues into several scenes, like that in Isse (1697) of 
Destouches and Acis et Galatee (1686) of Lully. However, as noted in the libretto, the librettist and the 
stage instructions did not indicate the entrance and departure of the main characters. 
6 In both Isse (1697) and Les Stratagemes (1726), the pastorale-hero'ique and ballet-hero'ique 
respectively, were set in the tonality of D. He used the key of G for the comedie-ballet, Le Carnaval et 
lafolie (1704). 
7 Rita Steblin, "Early French Keys Characteristics," in A History of Key Characteristics in the 
Eighteenth and Early Nineteenth Centuries (New York: University of Rochester Press, 2002), 31� 
8 Ibid, 33. 
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and d minor was "gravity mixed with gaiety."^ Johann Mattheson (1681-1764), a 
German composer, mentioned D major in Das neu-eroffnete Orchestre (1713) as, 
somewhat shrill and stubborn; it is best suited to noisy, joyful, warlike, 
and rousing things. But, at the same time, nobody will deny that when a 
flute is used instead of a trumpet and a violin instead of kettle-drums, 
even this hard key can give a special disposition to delicate t h i n g s � � 
He also discussed the quality of d minor as, 
somewhat devout, calm, also somewhat grand, pleasant and expressive of 
contentment; therefore, it is capable of promoting devotion in church 
matters, and peace of mind in common life. However, this does not 
prevent the successful use of this key for something amusing, not 
particularly skipping, but rather flowing in nature. ‘ ^  
Destouches seemed to favour the key of D as his musical heroique as he also 
formerly used the key of D in the prologue of Isse (1697), a pastorale-hero 'ique to 
flatter King Louis XIV. Destouches also set a d-minor overture as the first 
instrumental number displaying the heroic and serious tone in the prologue (please 
12 
refer to Example 4.1), just like the overture of Isse (1697). The dance numbers, 
which were traditionally set in another key as entrees and divertissements in Lully's 
1 o 
works, were also set in the key of D. The decision may be interpreted as the 
9 According to Steblin, "Little is known about Masson other than that he was a church musician and 
theorist active in Paris in the late seventeenth century and that he died probably after 1705," Ibid, 35. 
iG Rita Steblin, "Johann Mattheson and the Early Eighteenth-Century German Approach to Key 
Characteristics," A History of Key Characteristics in the Eighteenth and Early Nineteenth Centuries 
(New York: University of Rochester Press, 2002), 47. 
11 Ibid, 243. 
Destouches seemed to prefer minor key for the overture like G minor for Omphale (1701) and Les 
Elemens (1721) whilst though he also occasional composed a major overture like the G-major 
overture of Le Carnaval et la Folie (1704). 
13 A former heroic work of Lully showed a different choice of key to differentiate the music for the 
plot and the spectacle. In the prologue of Lully's Acis et Galatee, G major and g minor, C Major and A 
minor, F major; and D Major and D minor were used as the major keys in the prologue. The key area 
is set according to the entrance of the different characters and their corresponding keys. 
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composer's intention to include the dances as part of the drama rather than a 
spectacle. Thus, the music in the D tonality might give light to the composer's 
conception of key characteristics, and his attempt to embody the overall heroic mood 
rather than symbolize a particular c h a r a c t e r . " 
In the entrees, the key of D was reserved for hero'ique moments like the triumph 
of the strategies and love. In the second half of entree II, the return of D was 
marked by the second dance air of les Abderites when Irene joined them and 
disguised herself as one of the mad people (please refer to column one and six of 
Appendix one on page 106). Subsequently, there was a major celebration of the 
triumph of disguise and the reunion of Iphis and Irene through the shepherd scene 
(please refer to scene V to scene VIII of entree III in Appendix 1). In entree III, the 
cyclic use of d minor manifested the hero'ique love (love that transcended social 
status). D minor was also concentrated on the hero'ique characters. Some of the 
units of scenes two, three and five were set in d minor. All these d-minor numbers, 
including the sung and instrumental numbers exclusively related to the interrogation 
between Emile and Albine, not for subsidiary and non-hewique characters like Lycas 
or the choir. 
14 Key symbolism was practiced among German contemporaries, like Johann Sebastian Bach 
(1685-1750), but there had been little research which substantiated its systematic use among French 
composers in the seventeenth and the early eighteenth-century. See Edward Arthur Lippman, 
"Symbolism in music," Musical Quarterly 39 (1953): 554-575; Peter Williams, "Witting and 
unwitting allusion in certain keyboard music of J. S. Bach," The Musical Quarterly 84, no. 4 (2000): 
756-775 on issues relating to key symbolism. 
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Overture in the prologue 
Inheriting the characteristic dotted rhythm of the first section in Lully's overture 
in the tragedie en musique, the first section of the overture invoked a dignified and 
processional walk of the entrance of the King Louis XIV into the performing venue. 
The association of the King to the French overture was established through a 
collaboration musical tradition and psychological experience. As stated by 
Prunieres, "in this we certainly perceive the origin of the formation of the symbol to 
have been a complex of visual and psychological impressions."^^ As mentioned 
earlier, the overture was used exclusively for the entrance of the King as the audience 
where all other nobles were already seated. The entrance of the King to the 
performing venue was regarded as a visual display of the royal body. When King 
Louis XIV withdrew from stage after 1670 and even from attending theatrical events 
as only an audience member in the 1690s, the overture was still performed at the 
beginning of the operas to create a perception of the presence of the King. 
Musically, according to Waterman and Anthony, "this kind of (dotted) rhythm gave 
rise more than any other stylistic element to the descriptive adjectives commonly 
applied to the opening section: majestic, heroic, festive and pompous," all of which 
were the features of the provider and heroic k i n g . ' 6 
Henry Prunieres and Theodore Baker, "Musical Symbolism," The Musical Quarterly 19 (1933): 
20. 
16 George Gow Waterman and James R. Anthony, "French Overture," Grove Music Online, Oxford 
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EXAMPLE 4.1. Andre Cardinal Destouches, Les Stratagemes de I 'amour, the first section 
of the overture, mm. 1-16. 
Ba j s l-CoHTlNU I. . . . ..‘•:!.;(:. ... • 
* A 
The prevailing dotted rhythm in the first section of the overture was strongly 
related to the heroic image of the King. The recall of the royal heroic body with the 
overture was a standard practice King Louis XIV did not view the new operatic 
productions. 17 The overture was considered as a spectacle in serving the greater 
1 o 
body-politic specific to the French theatre. The King would have a dual role as 
both an audience member and a sub-spectacle (who might then later meander into the 
stage spectacle). As a result, the royal presence would psychologically become the 
centre of attention among the audience. 
Functionally, the music of the overture of Les Stratagemes was part of the 
heroic drama instead of being separated from the rest of the prologue as in other 
theatrical works. It linked with the next recitative (the first sung number in the plot, 
please refer to the column one of Appendix 1) by introducing the musical upbeats 
Music Online, 
http://www.oxfordmusiconline.com.easyaccessl.lib.cuhk.edu.hk/subscriber/article/grove/music/10210 
(accessed March 8, 2011). 
i^Fiona Garlick, "Dances to Evoke the King: The Majestic Genre Chez Louis XIV," The Journal of 
the Society for Dance Research 15 no.2 (1997), 10-34. 
18 The overture was usually used in the prologue whilst the opening piece for the entrees was usually 
a ritournelle or a marche. 78 
and the triple metre of the next vocal number in the second and third sections of the 
overture (please refer to Examples 4.2a, b & c).i9 Structurally, all three sections 
possess the musical upbeats and the same tonality as the next recitative of La 
prestresse. The continuity of D as tonal centre and the upbeat strengthen the link 
• 2 0 
between the overture and the following recitative and sustain the heroic mood. 
Also, the triple meter in the second and the third section, and the emphasis on the 
syncopated second beat in the first part of the second section, acts as a dramatic 
component (a slow dance with a syncopated second beat suggests emotions and 
19 An overture usually consists of an opening dotted rhythm section in a stately pace with a fast fiigal 
passage followed. There is often a reminiscence of the opening material of the first section after the 
fugal section. Musically, the development of the prologue has been stable over time from Isse to Les 
Stratagemes. Destouches chooses the key of D for both heroic works whilst Les Elemens is composed 
in G minor. The length of the prologue is roughly the same. The overture in Isse shows a 14+(40+ll) 
structure; 14+(47+14) in Les Stratagemes de I 'amour. There are various deviations later. Though 
written in a ternary form, the overture in Les Elemens did not change the meter of section B. There is 
only a change in expression from lentement to vivement. The overture in Le Carnaval et la Folie 
(1704), a ballet comedy composed by Destouches, shows a curious deviation. The stately and slow A 
section is shortened to only ten bars and the B section expanded to a lengthy fifty bars, and the 
commonly found return to the A section is omitted. The tonality deviates to G major though the thrust 
to the dotted rhythm is maintained. In this sense, the tonality of D seems to signify the majestic 
overture which is less used in other genres. The audience during Destouches's time may perceive the 
D minor overture as a component of a heroic play. In fact in the seventeenth century, the overtures in 
Lully's ballet works already showed a great variety. For example, the one in Ballet des Saisons (1661) 
is not in a bipartite structure. It has only one section of nineteen bars. The slow first section in Les 
amours deguisez (1664) was written in quadruple time rather than alia breve though the effect is still 
almost the same with five bars. On the other hand, the fourteen-bar second section does not end with 
the reminiscence of the opening section. Though the overture in Ballet Royal de Flore (1669) showed 
a standard two-part structure, the section A and section B are similar in length, that are twelve and 
nineteen bars respectively which is not the case in Destouches's works whose section B are usually 
twice longer than the section A. 
20 The king's presence in the production affects the function of the overture. The overture of Isse in 
1697 shows an early compromise to the conventional practice of a two-part structure of two alia breve 
sections (the second alia breve section being a recall of the first section) intersected by a triple meter 
section. It acts as a direct address to the royal body who personally requests the composition of the 
additional prologue. As a result, the overture is still processional as the King watches the performance. 
Nevertheless, the overture does not serve as an essential link to the following recit of La premiere 
hesperide. It is noted that there is no prelude prior to the recit, even though it is very common in other 
works before the entrance of an important personage. Destouches does not try to maintain a smooth 
transition between the overture and the recit. The reason may be that he perceives the overture as a 
separate entity from the following sung numbers. As mentioned, the overture is a gesture to the royal 
entrance of the King. The musical analysis confirms further the fact that the time signature of the 
triple-metered recit does not match that of the overture despite they are both set in d minor. 
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hesitation), a solemn dance that fits perfectly the terns de cour ante (bend-rise-slide, 
• 21 the favourite dance step symbolizing the rising Sun King Louis XIV). (Please 
refer to Example 4.2) Rather than recalling the opening material, the stately triple 
rhythm in the last two sections merged with the subsequent plot. The triple-metre 
section also prepares the audience in a continuing audio journey of the return of the 
stately-walking-king within the imitative music?^ The triple metre changes from 
the characteristic fast triple (3/8) of the second section to the slow triple (3/2) in the 
third section. The latter prepares for the "grave," serious and slow mood in the 
following recitative. 
EXAMPLE 4.2a. Andre Cardinal Destouches, Les Stratagemes de I 'amour, the musical 
upbeat at the beginning of the second section of the overture, mm. 14-23. 
__________ 
‘ 广、 r . ； - , J 
4•一 . 兴— 一 - 一 . <J Mi . * d f 
21 The French court imported the Spanish Sarabande in the sixteenth-century. Originally "gay and 
amorous" as mentioned by Ranum, the French version retained the use of castanets, but not the mood. 
The lascivious mood was replaced by the noble and serious character. For detailed discussion on 
sarabande, please refer to Patricia Ranum, "Audible Rhetoric and Mute Rhetoric: the 17th-Century 
French Sarabande," Early Music 14, no. 1 (1986): 22-23.The syncopated rhythm, resembling the 
typical rhythm of sarabande, "... may appear in any bar and is often used for dramatic effect." Richard 
Hudson and Meredith Ellis Little, "Sarabande," Grove Music Online, Oxford Music Online, 
http://0-www.oxfordmusiconlinexom.lib.hkapa.edu/subscriber/article/grove/music/24574 (accessed 
December 1,2011). 
22 The Italian influence in the polyphonic setting of the last part of the overture is out of the scope of 
the present study however, it definitely has already attracts a lot of scholarly attention and research. 
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EXAMPLE 4.2b. Andre Cardinal Destouches, Les Stratagemes de I 'amour, the musical 
upbeat of the third section of the overture, mm. 62-67. 
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EXAMPLE 4.2c. Andre Cardinal Destouches, Les Stratagemes de I，amour, the musical 
upbeat and the triple metre of the first recitative of La prestresse de la gloire, mm. 1 -8. 
D e rEmpire des Lys fctctmCc rHiftoirc. Les pampcux orncmcns done 
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IV Hero'ique elements in sung numbers 
Prologue 
During the rule of King Louis XIV, the tragedie en musique of Lully and 
Quinault was a panegyric to the heroic King Louis XIV. The lyrics of several sung 
numbers in the prologue, in particular, carried the messages of hero'ique even when 
the subsequent entrees did not apply a heroic plot. In Les Stratagemes, the 
concentration of vocal numbers sung by the female character “La prestresse de la 
gloire” (hereafter to be mentioned as La prestresse), carried a deep flattery to the 
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royal couple, especially a new heroine, under the superficial celebration of their 
marriage. 
Destouches used the full orchestra in accompanying most of the sung numbers 
whilst recitative-simple accompanied with the basso continuo was reserved for 
« • 23 
mythological characters, pure narration or dramatic revelations of the protagonists. 
In the prologue of Les Stratagemes, the only example of recitative-simple (Prologue 
p. 44, please see also Example 4.3) was used for Laprestresse when she asked purely 
for the attention of the people and possibly of the audience (I have devised several 
abbreviations for reading, including "P" for prologue, "EI" for entree I, "EH" for 
entree II and "EIII" for entree three. See Appendix 1 for other abbreviations related 
to the instruments). The recitative, as a twist in the plot, was placed after the 
celebratory choir (P pp. 23-43) which had repeated lyrics of les temps 
augmentent leur gloire” (That the time increases their glory) in the second half. 
Thus, recitative was used by Destouches to call for a more serious mood among the 
audience. In this way, the use of the recitative was in accordance with the Lullian 
practice which considered recitative to be more suitable for action than "spectacle." 
23 For instance, it was used for the recitative of Hercule and Jupiter in Destouches's hse (1697), both 
being gods from Greek and Roman mythology respectively. Hercule and Jupiter sang at the climax of 
the plot when Hercule humbly declined to be proclaimed a hero, and chose to work only for the 
abundance of the people. Jupiter on the other hand confirmed once again at the end of the prologue of 
the great day created by the victory of Hercule. Actually, the use of a recitative to conclude the 
prologue is a significant attempt to retain the solemn mood of the heroic heart, fulfilling the title of 
heroic pastoral. 
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EXAMPLE 4.3. Andre Cardinal Destouches, Les Stratagemes de I 'amour, 
recitative-simple, mm. 1-3. (P p.44) 
L K PMJTRISJE DE Vh CLOIM. C H 




Traditionally, the chorus functioned as a commentator in the French theatre like 
those in the Greek theatre. The chorus was also an important channel to highlight 
the glory of the hero. In the prologue, the choir (P p. 44) joined La prestresse's 
d-minor solo, “Ecoutez-moy’ Mortels, & suspendez vos jewc,” (P p. 44) with “Quoy! 
Le del pour nos Rois blame-t-il notre zeleT'^^ (P p. 44) and “padez, & que par vous 
9 ^  
le Destin se revele'' (P p. 45) in F major. The conversation between Laprestresse 
and the chorus seemed to function as the prelude to the recitative of La prestresse 
which described the character of the new hero. 
In the Lulllian practice, the chorus reinforced the musical hero'ique by repeating 
and elaborating the original idea. For example, in most cases, there is an elaborate 
melisma on the word gloire (glory). It is not only used by the chorus, but also by 
the main characters and their recitatives also. The frequent repetition of the words 
strengthens the audience's perception of the text to the point that they may move 
24 What! Heaven for our Kings blame our enthusiasm? 
25 Speak, and as your Destiny is revealed. 
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from just hearing the words to accepting them at some level as they are caught up in 
the emotion of the section. In Les Stratagemes, it becomes part of the agenda 
setting and propaganda content organized by the composer since he is responsible for 
the pacing and location of word repetition in the music. 
The instruments and musical gestures are utilized as a means to an end for the 
heroic agenda rather than for a clear musical characterization of a particular character. 
Such a practice is especially notable in the character of La prestresse, or the larger 
design of music numbers of the prologue of Les Stratagemes. 
The overt heroic image at the end of the prologue and the entrees 
In the prologue, the librettist chose to display the heroic image of Louis XV 
through direct display of his identity as a King. Along with the stage machines 
introduced to the French theatre in the 1640s, King Louis XV's great-grandfather, 
King Louis XIV, was frequently presented as a demigod descending from the sky as 
a mythological or legendary hero?^ He was identified by his contemporary dress as 
a king with mixed historical or mythological elements. The reasons behind 
non-mythological characterization of King Louis XV might include an unclear heroic 
image of the King on stage, since he had appeared only three times before on stage. 
The audience was comparing Louis XV's performance with Louis XIV? 
26 For further details, see Jean Marie Apostolide, Le roi-machine: spectacle et Politique au Temps de 
Louis XIV {?sins\ Edition de Minuit, 1997). 
27 Louis XIII was regarded as Hercule and Louis XIV as Hercule and Apollo. Louis III saw himself as 
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Subsequently, Louis XV did not have a distinctive mythological character like Louis 
XIII or Louis XIV which the librettist and the composer might choose to identify him 
with a king in the prologue� 
Musically, the descent of the royal couple (The King was descending with the 
Queen) was accompanied by the choir singing their praise of the King (P pp.52-71). 
This is as an established musical practice. With mainly homorhythmic texture in a 
stately duple meter, the mood was highlighted by the polyphonic entries and 
meslimatic treatment of the word brillez (shine) (P pp. 53, 58-59, 67, please refer to 
Example 4.4). The former reflected traditional French style whilst the latter showed 
the influence of the Italian polyphonic writing style. 
a great military leader. Louis XIV, through his artistic leadership at the court, also assumed the role of 
Apollo who was the leader of arts. When Louis XV danced, he was dancing as Apollo in the epilogue 
of Les Elemens (1721). This characterization was not met with success. Firstly, Louis XV was put into 
unfavorable comparison with Louis XIV as a dancer. Secondly, the character of Apollo showed the 
expectation of at least the librettist and the composer in viewing the King as having inherited the role 
as artistic leader. But as King Louis XV stopped appearing on the stage after the coronation in 1722, 
the expectation was not fulfilled. Thus, his brief appearance on the stage and the unfavorable 
comparison accompanied with it were the main reasons for lack of a distinctive image of Louis XV 
and his abandoning of dancing on stage. 
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EXAMPLE 4.4. Andre Cardinal Destouches, Les Stratagemes de I 'amour, meslismatic 
treatment of “brillez,, in Faites colder nos jours dans une paixprofonde, chorus, mm. 35-42 
(Prologue, p. 58-59). 
•Taicj "des Dicux ： Briilrt, . briUcz, -brillfiz,‘ 
零 i i雄 
faiti ‘ • dcs ^Dicuk： Brlllcx , ” • briUez, ‘ - Brillcz > briUea, br l lkz , , 
• • fiijs dcs Diemc s Brillez, brtllcs, brillcx j bnlle?,, briU 
faits D j c u x ： • Brilicz, . . . .Brillez, “ . -
嚷驗擁麵寧轉 i i i t s _ 
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j brillcz, brjllex Aftrcs nailfanS, cclalrcz ces beaux 
i i i ^ f i ^ i g ^ i i i S i i i i 薩 
brillcx, ‘ briJlcz, bri'stcz , biilkx Aftrcs nailBm, k a i r e z ccs beaux 
k i , brillcz, 口 briUcz ’ brillex Aftrcs najitam, cc-aircx ccs bc*ux 
j brillex Aftres naiflans, ccimct ces bcinx • 
The trumpet strengthened the relation between heroique and the prologue in Les 
Stratagemes. It was used in the Air, “Guerriers’ au son des trompettes" (P pp. 7-15), 
Air de trompettes (P pp. 16-17), Fanfare (P pp. 84-85) and the^z> and Chorus “Que 
la trompette eclate” (P pp. 86-101). The word "trumpet" also frequently appears in 
the sung numbers mentioned above. After the descent of the royal couple near the 
end of La prestresse's recitative ''Quel prodige eclatanf, (P pp. 46-51), the rest of the 
prologue might be interpreted as a celebration of the marriage ceremony. There 
were six dances and sung praises from the choir, Le prestre. La prestresse and 
another two female pre stresses. Musically, both the word trompette (trumpets) and 
the trumpets as part of the orchestra were extensively used in the Air of Le prestre 
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and the chorus number followed (P pp. 86-90 & 91-101, please refer to Example 4.5). 
The melismatic treatment of the word trompette (trumpet) resembled the idea first 
presented in the Air of La prestresse asking the warriors to support the new King. 
The overwhelming importance of trumpet also matched the elaborate instrumental 
role played the trumpets in Les Stratagemes. In addition to accompanying the lyrics, 
the trumpets played either as instrumental solo interlude or ensemble instruments 
with the strings to create the grandeur of the royal marriage. Further, the trumpets 
are successively featured in Fanfare (P p. 84-85) and the Air and Chorus “Que la 
trompette eclate” (P pp. 86-101) as a celebration of the royal marriage in the last 
musical unit (please refer to number 20 to 23, p. 99 of Appendix 1). 
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EXAMPLE 4.5. Andre Cardinal Destouches, Les Stratagemes de I'amour, “trompette” in 
Que la trompette eclate,Leprestre de la gloire, mm. 1-49 (Prologue, pp. 
86-89.) 
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The ending sections of the three entrees praised the King indirectly. The 
absence of the heroic or the royal figure and the plot made direct praise impossible. 
But the stage was saturated with different groups of people such as matelotes 
(sailors), the shepherds, and the slaves in the three entrees respectively to shower 
praise and demonstrate their love for a God who meets their wishes. The lyrics 
implied that the king would fulfil the people's wishes. 
To sum up, the heroic image was treated in a manner similar to that found in 
other works by Lully, with Destouches strengthening the full use of the orchestra and 
the recent trend of Italian melismatic treatment of certain words, which were the 
typical features of the preramiste musical practice. In the following, the discussion 
on the female characterization would unravel the complementary double meaning of 
the plot. 
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Domination of the heroique female character 
Un Groupe de Nuages descend, il est soutenu des Amours & des Graces; 
il porte un Trone sur lequel le Roi & le Reine sont assis’ & derriere eux sont 
I'Hymen & I'Amour qui les couronnent de Myrthes & de Roses. 
(printed libretto, p.xii) 
The status of the Queen was elevated, corresponding to her elevated position as 
the heroine. She was descending from the sky together with the King. Further, 
she was elevated to the status on par with the King who was the immortal demigod. 
This action was symbolic in making the Queen a heroine, and an object of praise by 
her people. 
Les Stratagemes might be, in part, an attempt by the librettist to appeal to the 
King and share the understanding of the situation facing the Queen. Roy had been 
seeking royal appointment at the Academy during the rule of Louis XIV. Not 
having obtained a royal appointment from either King Louis XIV or Louis XV, the 
new Queen presented another chance for Roy. Roy's design of the plot in Les 
Stratagemes showed several political overtones which, when combined with his own 
lack of royal appointments, presented some elements which might explain the 
unusual focus on the Queen. 
In brief, the prologue may be interpreted as the Queen's realization of her heavy 
responsibility and her role in the French history. The three entrees seemed to 
28 A group of clouds descend, it is supported by Loves & Graces, of it is a throne on which the King 
and the Queen seated, and behind them are Hymen & the Love in the crown of myrtle & roses. 
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suggest obstacles to dynastic love between King Louis XV and Queen Marie 
Leczinska. The first entree might be comically interpreted as referring to the 
attempt of a Marquis to marry the future Queen. The entree ended with a comic 
mad scene. The second entree illustrated the obstacles and oppositions presented by 
the former betrothal, the oppositions of Cardinal Fleury (1653-1743) and the 
advantages brought by this marriage. The last entree considered whether the King 
would love the impoverished Polish lady. 
To sum up, all the entrees had a comical plot but were symbolic in manner. To 
flatter the new couple, the comedies were noble rather than satirical. Were they 
satirical in nature, they could easily be interpreted as a type of defiance against the 
King and the Queen. All the three entrees were resolved happily, showing the great 
love and fidelity of the female protagonist. The strategy of the marriage was 
attained through love, the ruling principle in the eighteenth-century French society. 
The title of the work indeed summed up the ideas involved. Being a state policy 
initially, the political marriage ended up successfully showing a mutual love and 
respect between the King and the Queen. 
29 I intend to use the term "dynastic love" to specifically reveal the special type of love that involves 
politics of court and other European nations, responsibilities to the state and its people before the 
mutual love between the King and the Queen. 
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La prestresse de la gloire 
In the prologue, the major character, La prestresse, could be interpreted as a 
metaphor for the heroine (who was the Queen Marie Leczinska in real life). Her 
singing numbers dominated the prologue and made the latter a metaphor for the 
growing awareness of the Queen for her new role as a champion for France and her 
glories. 
The staging seemed to present the first challenge for the Queen. The Temple 
of Glory, together with the altar was the place where the marriage took place. 
Psychologically, this place introduced the new Queen to the glorious history of 
France signified by displaying the statues of the past Kings. La prestresse,s first 
recitative (P p.4) represented the overwhelming glorious French history to the Queen 
and her responsibility in continuing the history by producing an heir. La prestresse 
was assuming a bigger role through her serious tone {grave is the performance 
direction) and a recitative. Initially, she sang to praise the histories superficially but 
her praises were filled with digressive worries. The rhythm of short-short-long with 
the serious {grave) mood provided many short phrases that suggested an intense 
emotional state of hesitation and the heavy responsibility attached to the elevation of 
her status to the Queen. 
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The Queen was responsible for assisting the King by making his people love 
him. La prestresse, surrounded by the warriors and the shepherds, knew France 
30 
was relying on her to renew the victories by renewing the royal blood line. Roy 
and Destouches made La Prestresse sing to summon the support of the people to the 
new Queen. Such was the first dedication to the Queen as the new heroine as she 
became the rallying force of her people. Garnering the support of the warriors (the 
support of glory), the Queen also sought the support of the shepherds (the support of 
love). La prestresse sang accompanied by the trio of oboes and bassoons (address 
to the shepherds) within the larger rondeau form. The trio was musically illustrated 
with the frequent appearances of the syncopated second beat suggesting the 
hesitation in terns de cour ante (bend-rise-slide) (P pp. 12-15, please refer to Example 
4.6). At this point, the singing of La prestresse implied the worries of the Queen. 
EXAMPLE 4.6. Andre Cardinal Destouches, Les Stratagemes de I 'amour. An son des 
tenders musettes. La prestresse de la gloire, mm. 1-6. (Prologue, p. 
prestresse de la gloire, au milieu des guerriers et des bergers. 
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The worries of La prestresse (the Queen) were resolved in the dialogue scene, a 
device which paralleled the traditional oracle scene in Lully's time (P pp.44-45). 
This scene was usually used to reveal the destiny of the main protagonist through a 
third person. Actually, this part of the prologue resembled the dialogue between La 
Destin and Venus in the prologue of Les Elemens?^ During the oracle, La 
prestresse sang in dialogue with the choir: 
La prestresse de la gloire The priestress of glory 
Ecoutez-moy, Mortels, & suspendez vos Listen to me, Mortal, and stop your 
Jeux. games. 
Choeur Chorus 
Quoy! Le del pour nos Rois blame-t-il What! Does heaven blame our Kings for 
31 This work was also written by Roy, with music composed by Destouches and Delalande. To pacify 
the emotions of the ignored Venus, Le Destin revealed Venus's future, revealed Venus's future son 
would be found in the face of Louis XV. Later, to complete the oracle in Les Elemens, another 
oracle-like scene was included in Les Stratagemes asking the Queen to manifest the glory of Louis 
XV in Les Stratagemes. The allegorical and mythological characters like Le Destin and Venus were 
not used in this scene because Les Stratagemes showed a preference for contemporary characters like 
La prestresse and Le prestre of the temple, the King and the Queen rather than the allegorical or 
mythical characters of le Destin, Venus and Hercule. For detailed discussion on the oracle scene in 
general, see Caroline Wood, "Orchestra and spectacle in the 'tragedie en musique'' 1673-1715: oracle, 
‘ sommeil, and ‘tempSte,”' in Proceedings of the Royal Musical Association, vol. 108 (1981-1982): 
25-46. 
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notre zele? our zeal? 
La prestresse de la gloire The priestress of glory 
Respectez mes transports, Respect my transports, 
Un Dieu m'ouvre les Cieux. a God opens the Heavens. 
Choeur Choir 
Parlez, & que par vous le Destin se Speak, through you Fate is revealed. 
revele. (Libretto p.x) 
To maintain the serious mood and the directness of the message, the music 
usually was set in a syllabic recitative style. The librettist used short phrases to 
convey the message. Destouches reciprocally set the words to short musical 
phrases to catch the attention of the audience (please refer to Example 4.7). 
EXAMPLE 4.7. Andre Cardinal Destouches, Les Stratagemes de I 'amour, Ecoutez-moy, 
La prestresse de la gloire, mm. 1-12. (P p. 44.) 
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The drama was brought to the climax when La prestresse sang and described the 
King (P pp.46-51). After allying the warriors (glory) and shepherds (love), the plot 
arrived at the climax. The King and the Queen descended from the sky to receive 
32 • • 
praise from all their people. Their descent was accompanied with the homophonic 
choir (P pp. 52-71) and the rest of the prologue was an on-stage celebration of the 
royal marriage. Also, the hesitant short-short-long rhythm with the syncopated 
second beat did not appear again. The rhythms of the cheerful and joyous tribach 
(short-short-short such as three crotchets) and the hard and rugged choriamb 
(long-short-short-long such as crotchet-quaver-quaver-crotchet) rhythm dominate in 
the rest of the prologue. The prologue ended with the celebration. 
Calliree 
The plot of the first entree concerned the failed attempt of Palemon to marry Calliree. 
The latter was willing to sacrifice herself to Scamandre for the greater good of the 
Trojan people. The plot attempted to symbolize Marie Leczinska as Calliree prior 
to Marie's marriage to Louis XV.^ ^ 
32 The royal couple descended from the sky through the use of stage machines. However, the libretto 
did not provide information about the kind of machine used for the descent. See Jean Marie 
Apostolides, Le roi-machine: spectacle et politique au temps de Louis XIV (?dLX\s, L' Editions de minuit, 
1981) for the design, application of stage machine and the description of its related genres like 
tragedie-machine in the seventeenth-century. 
^^Marie Leszczynski (1703-1768) was the daughter of the exiled Polish King Stanislaw Leszczynski. 
She was referred to as Marie Leczinska in France. As Calliree sacrificed herself to the River god 
(Scamandre) for the peace of her companions, Marie Leczinska also carried the mission of continuing 
the blood line of the Bourbon family in order to secure the dominance of the Bourbon family. 
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Calliree might be interpreted as a heroine able to rescue France from its current 
precarious state. In scene II, she sang "since the marriage of the guilty Helen, since 
all the misery it brought upon us, Scamander is irritated against all the husbands" 
(Libretto p.3).34 As mentioned in the last chapter, this incident might politically 
refer to the betrothal of the Infanta Maria Anna Victoria of Spain (1718-1781) and 
King Louis XV in 1721 in real-life. The Infanta was too young to produce an heir 
and King Louis XV had ignored her, suggesting that he was not personally interested 
in the three-year-old Infanta. On the contrary, the new royal couple of King Louis 
XV and Queen Marie Leczinska were reported to like each other after their first 
meeting in the Fontainebleau in September 1725. 
The other characters including Doris, Leandre and the choir came to affirm 
Calliree's role as the new heroine. The small choir in scene II affirmed the success 
of the marriage as the basis of a new society built by the hero and the heroine. It 
also alluded to the wish that the marriage would bring an heir to the throne. The 
choir sang twice “0 Scamandre, listen to our wishes, allowing two lovers become 
happy." (EI pp.10-11, 18-21) Roy and Destouches were attempting to elicit the 
support of the audience for the new royal couple. 
3头Depuis I'Hymen de la coupable Helene, Depuis tons les malheurs qu'elle attire sur nous, Scamandre 
est irrite contre tons les Epoitx. 
35(9 Scamandre, ecoute nos voeux, permets a deux Am ants de devenir heureux. 
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The role of Doris was akin to that of Duke de Bourbon, the prime minister who 
arranged the real marriage. Doris, confirmed that Calliree (Marie Leczinska) would 
become the heroine in the eyes of her people by marrying Scamandre (King Louis 
XV). The key was to use her passion. In scene IV Doris sang "Love here 
presages the height of the tender winners; a tribute to your age, He only wants your 
ardour.. (EI pp. 25-26) and acted like an adviser to Marie Leczinska and an 
37 
appeaser to Palemon. 
Leandre's Air in G minor in Scene VI (EI pp. 42-50) was another indirect tribute 
to the heroine Calliree. He sang "Taste, taste your victory... and erase the memory 
of Helene, her charms have caused the misfortune of those places, yours will be the 
glory... come to my palace, Hymen (The God of marriage) calls you, my yard, 
N o 
there's bliss to be used to a new Queen." At a metaphysical level, Helen 
represented the past betrothal of the Spanish Infanta which created many unrealized 
hopes in the French and Spanish courts. Calliree (the Queen), by marrying the King 
and bearing his child, will bring honour and glory to King Louis XV, and make him 
36 C'est id qii 'Amour presage. Le fort des tendres Vainqueiirs: a votre age Pour homage, II ne vent 
que vos ardeurs; Si ses chalnes Ont des peines, Un moment tarit vos pleurs. Vole, Amour; de tes 
douceurs, Environs nos coeurs. 
37 In the plot, Palemon loved Calliree without avail. In real life, he symbolized Marquis de 
Courtenvaux and Calliree symbolized Marie Leczinska Leszczynski, the future Queen. 
滿Goutez’ gontez votre victoire, Je vous soumets ces flots, ces champs delicieux. Autre fois I 'azile des 
Dieux; Regnez. Nimphe, & d’ Helene effacez la memo ire, Ses attrait sont cause le Malheur de ces lieia, 
les votres en seront la gloire. Ses attrait sont cause le Malheur de ces lieux, les votres en seront la 
gloire... venez dans mon palais ou I 'Hymen vous appelle, Ma cow n 'y doit server qu 'a la felicite de a 
Reine nouvelle. Tout ce qui pent charmer un divinite. Ne remplit pas toujours les voeux d'lme 
mortelle. 
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worthy of his subject's glory. These serious messages for Calliree were set in the 
recitative style (please refer to Example 4.8) that recalled the seriousness of the first 
recitative of La prestresse in the prologue (P p. 4). The rhythm propelled the music 
to the long note in the first beat as a recurring anapestic rhythm. The syllabic style 
of the lyrics also prevailed directly in conveying the message. 
EXAMPLE 4.8. Andre Cardinal Destouches, Les Stratagemes de I 'amour, Quoyl Dans les 
coeurs un Dieu ne sgaiiroit lire. La prestresse de la gloire, mm. 1 -23. (EI, pp. 
49-50.) 
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In scene VI, the main part of the entree ends with Calliree singing and 
confirming the message found in the prologue, "it is the conduct of Venus, what 
choice more worthy of her? On a beautiful altar is placed the Immortal, Leandre 
had his in my heart" (EI pp. 51 -52 or Libretto p. 1 C a l l i r e e was singing that it 
was Venus who chose Marie Leczinska (Calliree) as the "sacrifice" (wife) of Louis 
XV (Scamandre/ Leandre)， 
Palemon, who loved Calliree, was also possibly designed comically to allude to 
Marquis de Courtenvaux in reality." '^ In 1719, he desired to marry the future Queen 
39 II conduit soit Venus, quell choix plus digne d'elle? Sur unAutel superbe onplacal‘Immortelle, 
Leandre eut le si en dans mon Coeur. 
The word "sacrifice" carried symbolic meaning of devoting oneself for the greater political cause. 
41 The choice of the name, Palemon, was unclear despite his association with a ruler of Lithuania, a 
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Marie Leczinska and proposed to her father. The situation persisted until the King 
married Marie Leczinska in 1725.42 jj^jg coincidence justified further the relation 
and dedication of the work to the Queen. The politically astute among the audience 
would also be able to see Palemon as a comical role in this royal marriage. 
Irene 
As mentioned in the last chapter, Irene, the female protagonist in the entree of 
Abderites, might be interpreted as a heroine who stopped the political succession 
crisis in Europe.43 In scene III, the lyrics of Irene's Air, "under the image of peace, 
the war is still a fear of Hymen(,) Dare you wait(,) well done, when his favorite 
continue to complain?""^^ (EII pp.20-23 or Libretto p. 20) This air seemed to refer 
to the real-life political tension between the Spanish and the French courts which 
began in 1721. Philip II of Spain (the possible heir to the French throne) 
renounced the rights to inherit the French throne in 1721. However, the Infanta, 
country neighboring Poland, the homeland of Marie Leczinska. 
42 Rohan Butler, Choiseul: Father and Son 1719-54 (Oxford: Clarendon Press, 1980), 128. 
43 The entree of Abderites referred to the mad people in Abdera in Greece. On the contrary to the mad 
people, Irene, the name of the female protagonist, meant "peace" in Greek terms. In this entree, Irene 
alluded as the peace giver to the mad people. The situation was an entendre with the political situation 
in France. Roy, the librettist of Les Stratagemes used Irene as an allegory of the Queen, who was able 
to end the possible war of succession and give peace through marrying King Louis XV. To further 
elaborate the entendre, the discontent of the mad people in the plot mirrored the dissatisfaction of the 
angry inherited nobles over the renewal of the interests of the new middle-class nobles through the 
policies of the Due de Bourbon. The mad people sang at the beginning of scene IV in the choir of, 
"That here all of our cries resound, That death skiff, that death has stolen our votes, that death has 
stolen our votes. That under our blows, a whole nation, all people perish, frapons... break at once, and 
temples of the Gods and the Palace of the Kings {Que de nos cris icy tout retentisse, Que la mort role, 
que la mort vole a nos voix, que la mort vole a nos voix. Que sous nos coups, tout un people perisse, 
frapons...brisons a la fois... et les temples des Dieux & les Palais des Rois).” The constructed lyrics 
signified in reality the loss of the vested interests of the old nobles after the death of the Regent, 
Philippe d'Orleans. 
44 Sous I 'image de la paix, Le guerre est encore a craindre, Osez-vous de I 'Hymen attendre des bien 
faits, Lorsqiie ses Favoris ne cessent de s 'enplaindre? 
103 
having been engaged to marry the French prince, was returned to Madrid and the 
ten-year engagement terminated in 1725. The Spanish court was insulted over the 
return of the Spanish Infanta who had been waiting for the official marriage to Louis 
XV in Paris after their betrothal in 1721. In revenge, the Spanish court sent back 
the French princesses who were going to marry the Spanish princes. This air of 
Irene, in real-life French politics in 1720s, seemed to refer to this issue indirectly. 
On the other hand, Lorsque ses favoris ne cessent de s 'enplaindre also comically 
referred to Duchess de Lorraine who thought herself the bride of Louis XV (EII p.21). 
She criticized the Due de Bourbon's choice of a Polish princess whose father had 
only sat on the Polish throne "for twenty-four hours.，，45 
Albine 
The last entree of Les Stratagemes was titled "the Fest of the Philotis" {L 'entree de la 
Feste de Philotis). It depicted the love between a Roman lord, Emile, and the 
Roman lady, Albine, disguised as a slave. The last scene symbolized a mammoth 
celebration of heroic love. The two characters stood as a metaphor for King Louis 
XV and Queen Marie Leczinska, respectively. Emile's Air in scene VI (EIII 
pp.97-102 or Libretto p. 16) symbolized the elevation and the significance of the 
45 According to Choiseul, "the disappointed Duchess of Lorraine had now been venting her scorn 
upon the French king's 'misalliance' with the daughter of one who she described with some slight 
exaggeration as having 'been king only for 24 hours,' Butler, 83. The original source is ''Lettres 
d'Elisabeth-Charlotte d'Orleans, duchesse de Lorraine, a la marquise d'Aulede.” Please refer to 
Choiseul for details, 83. 
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heroine-slave (Albine and the Queen) in the first half of the lyrics, "celebrate the 
immortal slave (the Queen), who rescued the ramparts of a cruel war (the war of 
royal succession), sing the glory of your irons.，’46 Roy and Destouches used Emile 
(King Louis XV) to reaffirm the significance of the elevation of the Queen and the 
marriage. The second half of the lyrics was clearly dedicated to the ultimate 
authority of the King, "A triumph so beautiful everything is renewed, his name is 
flying beyond the Seas."47 The double meaning recalled the situation and 
opposition to the perceived misalliance of the French King and the impoverished 
Polish princess. The Roman King (Louis XV) chose to love the slave (Marie 
Leczinska) regardless of her social position. This heroic act of ruling according to 
love made the marriage of glory and love possible. The married couple realized and 
relit the flame of heroic glory and love which was lost after the death of King Louis 
XIV. 
The most obvious obstacle in the heroic action lay in the recitative sung by 
Lycas (the slave of Emile) in scene I, "An unknown object makes you surrender, and 
the entire Empire contradicts your choice. Albine is the blood of our kings, as you 
48 
prepare to alarm" (EIII p. 14 or Libretto p. 35). The lyrics, "Albine is the blood of 
46 Celebrez I 'esclave immortelle, qui sauva ces Remparts d'une guerre cruelle, chantez la gloire de 
vos fers. 
47 Qu 'un triomphe si beau par tout se renouvelle, et que son Nom vole au-dela des Mers. 
48 Un objet inconnu vous fait render les armes, Et de I 'Empire entier vous dement ez le choix. Albine 
est du sang de nos Rois, Que vous vous preparez d'all armes! 
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our kings," made very clear that Albine/ Queen will be the mother of the heir to 
throne of France. Later in the plot, Albine stated her love was more significant than 
her social position by singing in scene II, "Hymen, when you offer me your nodes, if 
my greatness, if my birth counts me more than my passion, that love does caring is 
offended" (Libretto p�36).49 Near the end of scene III, the lyrics were directly 
related to the brought-up of Queen Marie Leczinska in real-life, 
Far from the tumult of those places, 
She spent her days in a country palace; 
Until that glorious moment, 
On a bright chariot, Rome saw appeared to you 
in a brightness equal to the gods. 
Albine was witness to all your glory: 
Perhaps that day costs her repose 
Love owes her a hero, 
your virtues owe you such a victory."^*^ 
(EIII pp. 35-37 or Libretto p. 39) 
As with Leandre in the first entree, Emile also sang the praises to Albine in the 
last scene. Albine's love made her a hero. In real-life, marrying a Polish princess 
from a lesser noble family diverted the hatred and suspicion of other European 
countries. Ironically, the lower status of the Albine (referring to the Queen in 
real-life) was praised in a serious Air with the lyrics of, "celebrate the immortal slave, 
49 Tendre Deesse des coeiirs, Vien remplir mon esperance, Jamais de si pures ardeurs, N'ont honore 
ta puissance. Hymen, quandtum 'ojfres tes noeuds, Si ma grandeur, si ma naissance me sont plus 
comptez que mes feiix, Grains quel'Amour ne s 'en offense. 
Loin du tumulte de ces lieux, Elle couloit ses jours dans un Palais champetre; Jusqu 'a ce moment 
glorieiix, Oil, sur un char brilliant, Rome vous vitpar etre. Dans un eclate egal awe Dieux. Albine fut 
temoin de toiite votre gloire: Peut-etre que ce joiir lid couta son repos. L’amour luy devoit un Heros; 
Fos vertus vous devoient une telle victoire. 
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who rescued the ramparts of a cruel war, sing the glory of your irons. A triumph so 
beautiful everything is renewed, his name is flying beyond the Seas."^^ Musically, 
the Air featured both the rhythms of anapest (short-short-long) and scolien 
(short-long-short) symbolizing cheerfulness and joy (EIII pp.97-102 or Libretto p. 46, 
please also refer to Example 4.9).^^ The joyous mood was sustained in the rhythmic 
varieties of the vocal part and more importantly, the polyphonic strings. To 
heighten the mood, the increasing length of the melisma was found in vole (fly) of 
the last line (EIII p. 102). The music, like most numbers, shares simple diatonic 
harmonies with the occasional addition of sevenths. Suspensions of fourths or 
chords in second inversions are rare. The harmonies stay in the diatonic realm even 
during the melismas of the words mentioned earlier as the melismas are usually 
step-wise running passage after a starting longer musical note. 
51 Celebrez I'esclave immortelle, qui saicva ces Remparts d'une guerre cruelle, Chantez la gloire de 
vos fers. Qii 'un triomphe si beau par tout se renouvelle, Et que son nom vole au-de-la des Mers. 
52 For more information relating particular rhythms and emotional associations, see Chapter four of 
Batty Bang Mather, Dance Rhythms of the French Baroque: a Handbook for Performance 
(Bloomington: Indiana University Press, 1987). 
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EXAMPLE 4.9. Andre Cardinal Destouches, Les Stratagemes de I 'amour, Celebrez 
I 'Esclave immortelle, Lycas. {La Feste de Philotis, pp. 97-102.) 
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Praising Albine, Emile was in turn praised by the slaves in choir after Albine 
and Emile declared their love for each other. The choir sang, "Sing the glory of our 
chains, our masters are the Kings of Kings of the Universe (EIII pp.103-119 or 
Libretto p. 46, please refer to Example 4 . 1 A f t e r singing homorhythmic 
repetitions of the lyrics in the first section, the choir engaged in more imitative 
singing style in the middle section which also includes some melismas on words such 
53 Chantons la gloire de nos fers, nos maitres sont les Rois des Rois de I 'Univers. 
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as "glory" and "fly" in all four voice parts. This chorus symbolized the glory of 
Albine (the Queen) to Emile (the King). 
EXAMPLE 4.10. Andre Cardinal Destouches, Les Stratagemes de I 'amour, Chantons la 
gloire de nos fers, chorus, mm. 39-57. {La Feste de Philotis, pp. 
109-111) 
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V Interpretation of the muscular and feminine hero'ique agendas in Les 
Stratagemes 
The new heroine as a model and rallying force for the French society 
The four female protagonists in Les Stratagemes showed the virtue of loyalty and the 
strength of their love. As reflected in Les Stratagemes, this virtue was characteristic 
of a heroine. The role of the heroine did not rely on carrying out the heroic actions 
physically. Rather, it relied on their assisting the hero through loyalty and love. 
The stock meaning of the hero through indirect depiction 
The male protagonist, of course, was the ultimate recipient of the praises of the 
heroism. However, the female characters also took a much more active role in 
stipulating and perpetuating the outcome of the muscular heroism by the end of the 
plot. The female characters also balanced the muscular hero with the display of the 
meta-heroine illustrated through symbolism. 
Including the prologue, there were four main male characters in Les 
Stratagemes, namely in order of appearance are: 1) Le prestre in the prologue; 
2) Leandre and Scamandre in scene five of the entree of de Scamandre; 3) Timante in 
scenes three and six in the entree of the Aberites; and 4) Emile in scenes three, five 
and six in the entree of the feste of Philotis. 
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Similar to the female characters in Lully's works, Le prestre acted as an indirect 
affirmer of the greatness of the heroes. In the prologue of Les Stratagemes, he with 
the choir responded to the heroic messages of La prestresse in his first appearance, 
without giving new ideas. The second line of the lyrics of this short recitative was 
repeated twice (P p. 18) and later was repeated by the choir after the duo between Le 
prestre and La prestresse with different lyrics (P p.23). Thus, the recitative of Le 
prestre served as a prelude in the unit of four numbers including the prelude, the duo 
between Le prestre and La prestresse, the choir and the air de trompette (dance) 
followed. 
In his first appearance, Le prestre elaborated on the victorious side of the heroes 
after the trumpet-related suite of La prestresse (please refer to Example 4.11).^ '^  He 
echoed La prestresse's first recitative (P p.4-6) of the past triumphs of the great 
eternal empire by singing two lines in the prologue: 
Que ces Rois cheris des Mortels, How there Kings beloved of mortals, 
Sur tous les noms fameux remportent la On all the famous names winning 
victoire, victory, 
(P p. 18) 
EXAMPLE 4.11. Andre Cardinal Destouches, Les Stratagemes de I 'amour. Que ces Rois 
cheris des Mortels, Le prestre de la gloire. (Prologue, p. 
54 There is a contradictory naming of the characters for this air. It was printed as "Le prestre de la 
gloire” in the printed edition of the music (P p. 18). However, it was described in the libretto as "Un 
prestre de la gloire." See Andre Cardinal Destouches, Les Stratagemes de 1'amour. Libretto (Paris: 
Jean-Baptiste-Christophe Ballard, 1726), 11. 
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The conservative musical style suggested its subordination to the lyrics and the 
duo and the choir that followed. Musically, the stress is on the tonic and dominant 
notes and strongly resembles the air de trompettes (P p. 16, please refer to Example 
4.12) prior to it. However, the trumpets were used in the lines of La prestresse 
rather than in those of Le prestre. Indeed, this air is a prelude to the larger musical 
grouping including Le prestre. La prestresse and the choir. First sung by Le prestre. 
La prestresse prepared for action by singing another two lines: 
Que les temps augmentent leur gloire, How the times are increasing their glory 
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Que tons les Coeurs soient pour eux des How all hearts are altars for them. 
autels. 
(P pp. 19-22) 
EXAMPLE 4.12. Andre Cardinal Destouches, Les Stratagemes de I 'amour. Air de 
trompettes. (Prologue, p. 
16.) 
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Le prestre sang like an echo and in duet with La prestresse. This line carries 
another overt symbolism. The mention of "that all hearts are altars for them" asked 
the people to be loyal to their king in their hearts. It was a formal address to the 
people who had forgotten the glory of the state ever since the absence of the physical 
king at the altar (when Louis XIV died in 1715). The choir picked up the four lines 
in great elaboration. 
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In his second appearance, Le prestre elaborated the previous fanfare mood by 
singing the two lines near the end of the prologue: 
Que la Trompette eclatte, & que I'Echo How the Trumpet blow, and how the 
reponde: Echo answers: 
Ce jour est la fete du monde. This day is the feast of the world. 
(P p.86) 
The two lines, as in the first appearance of Le prestre, were taken up by the choir 
with addition of two lines: 
Par nos charmants concerts animons les By our charming concerts, let's animate 
Plaisirs, the Pleasures 
Le del a remply nos desirs. Heaven has fulfilled our desires. 
(P p.94) 
Le prestre in the prologue appeared as part of the community under the female 
leadership without distinctive musical characterization. His melody echoed the 
rhythm of the instruments and the lyrics without a distinctive voice for himself. He 
was the only male character to balance the vocal numbers of La prestresse, but never 
becomes an important character. 
The librettist took virtuous love as the main attribute of the hero according to 
the prevailing social values and attention of the French society.^^ Les Ris dans nos 
The virtuous love and chastity were the mooted values of the eighteenth-century France. According 
to Reitinger, "in the seventeenth-century, map allegory in its foremost examples came to be fully 
accepted by the French aristocracy, the royal circle included. By the end of the century 
discussions about love and friendship gave way to discussions about the pros and cons of matrimony 
and overt sexuality," and marriage was one of the controversies. See Franz Reitinger, "Mapping 
Relationships: Allegory, Gender and the Cartographical image in Eighteenth-Century France and 
England," Imago Mundi, 51 (1999): 107-108. As reflected in Reitinger's article, the moral standard 
and familial value were under serious attack at the end of the seventeenth-century because of the 
absence of a strong paternal figure. When Louis XV came to throne, he was an orphan without 
immediate siblings and parents with him. King Louis XV and the French state experienced the 
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retraites addressed the King to rule by love in the scene eight of the entree of the 
Aberites (EIII pp. 100-104). The two shepherds and the choir emphasized the role 
of the heroic King to demonstrate love to his people. The choice of the 
instrumentation was clear for the two shepherdesses (one oboe) and the choir (full 
orchestra). The absence of the dotted rhythmic figure, the melismatic singing style 
helped pinpoint the serious mood and direct conveyance of the heroic love from the 
King to his people. 
Emile, the Roman King in the last entree of Philotis, offered another display of 
virtuous and heroic love. His choice of a slave as his lover manifested itself as 
real love and suggested a type of class abolition. At a metaphysical level, it 
symbolized a heroic leader's love of his people which was not limited by class or 
social status. The metaphysical message addressed to the King suggested that he 
should rule an open society after the Regency period. 
Also, Emile was subtly projected as Mars, the god of male fertility and 
masculinity (Libretto p.53).^^ However, the projection recalled the Mars with 
another meaning. In the prologue, La prestresse asked L 'Amour (love) to banish the 
breakdown of the family and love. It was expected that the marriage would re-establish the familial 
value and the French court. Virtuous love was the basis of a stable society. 
56 Placez mieiix vos ardeurs, vous etes fait pour plaire, Vous qu 'on vit triomphant, entrer dans nos 
remparts, Tout convert des lauriers de ‘Mars ’; Vous vaincrez aisement la beaute la plus fiere: Une 
esclave deja sepresente a nosyeia... (Put on your best heats, you are made to please, We shall live 
triumphantly into our walls, all covered with the laurels of Mars, you will overcome easily the most 
proud beauty: A slave is already present in our eyes...) 
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gold of Mars and praised the peacefulness brought by love.^^ Thus, the two "Mars" 
appeared to mean fertility rather than war. Love was to replace arms for the real 
hero in the eighteenth-century society. The image of hero in love was further 
confirmed by Albine in scene III. The lyrics "Love was to him a hero, you are your 
virtues such a victory" implied love as an attribute of a hero and the role of the King 
as "love" in leading his people to victory. Albine sang, 
Dans un eclat egal awe Dieux. In a burst equal to the Gods. 
Albine fut temoin de toute votre gloire: Albine was a witness to all your glory: 
Peut-etre que ce jour lui couta son Maybe that joyful day cost her rest. 
repos. Love owes her a hero, 
L'Amour luy devoit un Heros; your virtues owe you such a victory. 
Vos vertus vous devoient une telle 
victoire. 
(EIII pp. 36-37) 
Love was the key to victory in the new Louis XV court. Albine sang "O Venus, 
CO 
O Venus, in my eyes, verse a winning charm" (EIII p.25). Emile (Louis XV) was 
alluded to as love (the son of Venus) who brought victory to France with the help of 
Albine (the Queen). The Queen held a decisive role in whether love would succeed, 
"He comes. Albine, alas, how your distress is extreme."^^ 
57 Plaisirs, ce beau jour vous atire, Amour banni le Dieu Mars, Fai voler dans cet Empire Tes 
paisibles Etendarts. (Pleasures, the day you retire, Love banished the God Mars, fly through the 
peaceful the Empire) 
O Venus, O Venus, sur mes yevx Verse un charme vainquenr. 
59 II vient. Albine, he I as; que ton trouble est extreme! 
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VI Danced hero'ique in Les Stratagemes''s prologue 
The following part looks at dances related to the heroism by investigating the 
significance of their positions in a larger music group, musical rhythm and the 
instruments used. Form and choreography will be drawn into the discussion when 
appropriate. Destouches's heroic works contain titled and untitled dances in the 
prologue of Les Stratagemes. Les Stratagemes include two menuets and a gavotte 
in the prologue. Other than these, the dances are usually given under the title of 
“air” without generic titles. Also, the musical setting of some of the dances shows 
a clear link with the sung numbers before and after by using the same opening 
material like melody, rhythm, time signature, tonality or instrumentation. 
Sometimes, certain dances include instruments related to the idea of glory and 
hero'ique. The following illustrates this through an example from the prologue. 
Destouches set eight titled dances in the prologue. Three are titled after the 
instruments, such as air de trompettes and fanfare. Destouches set three generic 
dances which are a gavotte and the two menuets. The remaining two dances were 
named according to the character, Les prestresses de la gloire. These dances, 
including air de trompettes, gavotte, the two menuets and^/r pour les prestresses, 
are scattered evenly throughout the Prologue compared to other dances in the entrees 
(Please refer to the order of the dances in Appendix 2). 
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Table 5.1 Dances in the Prologue of Les Stratagemes 
Prologue 
Number/ given Characteristic Musical Meter Key Orchestra Location 
title rhythm^" Form (P) 
4. Air de Choriamb, iamb Rondeau 3 D tp, be, ty 16-17 
trompettes (ABACA) 
8. Repeat 4. 
12. Gavotte Procelematic Binary 2/2 d-F-g-d Vlns 72 
13. Premier Tribrach, iamb Binary 3 d-F-d Vlns, be 73 
menuet 
14. Deuxieme Trochee, double Binary 3 d-A-F-C-d Vlns, fl 74-75 
menuet tribrach 
16. Air, pour Double trochee Binary 6/4 d-F-d Vlns 78 
les 
prestresses 
18. Repeat 16 
20. Fanfare Trochee Binary 6/8 D Vlns, tp, 84-85 
be 
Feminized Air de Trompettes for the heroine 
Air de Trompettes (please refer to Example 4.12 and P pp. 16-17) is usually 
regarded as a muscular piece put at the end of the prologue as part of the celebration 
or located at the end of a heroic action signifying the triumph in a combat or 
conqiiest.6i As stated by Prunieres, "the trumpet, associated with the soldier's life, 
naturally arouses warlike ideas as of battles and triumphs." He also commented 
that, "the fortissimo necessarily suggests power, violence, or at times immensity, 
6° The illustration of the long (L) and short (S) rhythms is as follows: choriamb (LSSL), iamb (SL), 
trochee (LS), tribrach (SSS), double trochee (LSLS) and procelematic (SSSS). 
61 The air de trompettes was set as the fourth last number in the prologue of Destouches's Isse as part 
of the representation of the muscular heroism, which was traditionally arranged at the end of the 
prologue. 
62 Henry Prunieres and Theodore Baker, "Musical Symbolism," The Musical Quarterly 19 (1933): 24. 
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infinitude; conversely, the pianissimo conveys a conception of immateriality."^^ 
The position of the air de trompettes in Les Stratagemes shows a completely 
different contribution to the feminine heroic representation. The Air de trompette in 
Les Stratagemes is the fourth musical number in the prologue. Putting it as the first 
dance and part of the suite of La Prestresse de la Gloire would include it in a 
dramatic part of the work and give it a feminine treatment due to its association with 
women. The presence of the dance was anticipated in the previous first Air of La 
. 64 prestre.. 
Warriors, at the sound of trumpets, Sing their winning works, Sing. 
The sound of the tender bagpipes, Shepherds, sing their praises. 
And the peace of your refuge; 
That the transport of your hearts, your voices are interpreters.^^ 
(P pp.7-15) 
Marriage, love and pregnancy are the more pressing social and political 
issues than military conquest.^^ Other than using lyrics that directly address the 
word ''trompettes'' (trumpet), the development in the plot is further highlighted by 
63 Ibid, 23. 
64 This vocal air is similar to the Bruit de Guerre in Isse. Instead of keeping to expand the military 
conquest, the lyrics "and the peace of your retirement" clearly states the importance of a peaceful life 
and love over the victories. It is a strong feature of the post Regency period that pleasure, or the easy 
way of life is preferred. The heroic action and the sacred mission are away from the experience of the 
nobles and the common people including the middle class. 
65 Guerriers, au son des Trompettes, Chantez lews travawc vainqueurs, Chantez. An son des tendres 
musettes, Bergers, chantez leurs faveurs. Et la paix de vos retraites; Que des transports de vos coeurs, 
Vos voix soient les interpretes. 
66 Pasco stated in Sick Heroes that the genre of epic is losing its influence as the French society "fails 
to find heroic or exceptional events to recount... cannot construct personages that are convincingly 
heroic, it has reached an impasse." Also, the audience formed by the new nobility, the bourgeois and 
the common people can't understand grand compositions. See Pasco, 63. 
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the inclusion of a trumpet dance which was traditionally related to victory in military 
combat. The dramatic trumpet dance is a natural extension and affirmation of the 
victory of love. Dancers represented the singing actors {La prestresse) symbolically. 
The decision to complement the female characters with the trumpet dance suggests 
an attempt to blend the masculine and the feminine elements, elements that were also 
blended or united in the marriage of the royal couple. The feminized use of trumpet 
also signified the heroine within the context. 
Musically, as the first dance in the prologue and the concluding piece in the 
first music group (number 4 to 8, please refer to column one of p. 98 in Appendix 1), 
the air de trompettes has a prominent place since it opens and closes this unit in the 
prologue of Les Stratagemes. Rather than being set in six-four time, this dance is in 
triple time with the refrain for trumpets, basso continuo and timpani; and the 
episodes for strings and basso-continuo are set in a homophonic style. The episodes 
show a stronger attempt to follow the short-long rhythmic pattern whilst the refrains 
are more even in rhythm. As such, the trumpets are put in a dance-like triple meter 
with emphasis on the simple tribrach foot (short-short-short rhythm) in the first 
section and the vehement iamb (short-long rhythm) foot in the second section.^^ In 
my view, the mix of the comparatively straight-forward section A and the hesitant 
67 See Mather, "Rhythmic movement in Mersenne's and later dance music," in Dance rhythms of the 
French Baroque: a Handbook of Performance (Bloomington: Indiana University Press, 1987). 
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section B stratifies the rhythm and instrumentation, giving it masculine and feminine 
qualities. However, it could also be understood as a drama representing the life of 
the Queen. The section A is her public image of happy marriage and obedience to 
her husband. The irregular phrasing in the first couplet of two five-bar phrases is a 
contrast to the balanced phrasing in the refrain. The sudden occurrence of hemiola 
in the second couplet disrupts the seemingly regular two eight-bar phrase structure. 
This hemiola would have at least quickened the dance step pattern visually. The 
instability in sentiment found in this couplet is evident with the use of feminine 
endings. Actually, without counting the returned bar to the opening of the rondeau, 
there are only fifteen bars in the second couplet. More complicated and virtuosic 
steps could also be a symbolic reference.^^ 
Heroic love of the royal couple 
The gavotte and the two minuets are possibly couple dances signifying the 
perfect couple of the King and the Queen (please refer to Examples 4.13-15). It is 
an important allusion to the "strategy" of the Due de Bourbon in arranging this 
68 The possible choreographies here include straight line pattern symbolizing obedience to the King in 
a forward motion. The dance steps of pas de bouree in triple time and the contretemp or jete would 
give a strong effect on the musical accents found in the music. The contrasting section B is possibly 
choreographed with pas coupe (bend on the third beat, rise and step on the first beat with another foot; 
and step and slide with another foot on the second and the third beat) characterizing dignified motion, 
yet with hesitation. Other steps showing jerky movements like step and point (point and stop on beat 
two and three) will also match the music and the hesitant mood of the heavy familial and court 
responsibility of giving birth to the heir. 
69 As indicated in the libretto, the dance was likely a group dance with the leading group of two male 
dancers and the other four dancers. 
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satisfactory marriage. A happy marriage will enhance the chance of pregnancy, 
which is of utmost importance after the adulation of King Louis XV. 
EXAMPLE 4.13. Andre Cardinal Destouches, Les Stratagemes de I 'amour. Gavotte. 
(Prologue, p. 72) 
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EXAMPLE 4.14. Andre Cardinal Destouches, Les Stratagemes de I ’amour. Premier 
menuet. (Prologue, p. 73.) 
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EXAMPLE 4.15. Andre Cardinal Destouches, Les Stratagemes de I 'amour, Deuxieme 
menuet. (Prologue, pp. 
74-5.) 
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The couple dance would expect more S-shaped pattern showing the balanced 
floor pattern. However, the rhythm of the first minuet inconsistently recalls the 
hesitant anapestic rhythm. The rhythm also becomes a three-bar sequence in the 
opening section. As a result, this couple dance would illustrate more complicated 
patterns signifying the challenge to the royal couple. Curiously, this kind of 
hesitant rhythm and irregularity in rhythm is not found in the second minuet. The 
latter is much more flowing, perhaps suggesting a reconciliation of the challenges 
and responsibilities and the happiness drawn from the marriage. 
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Fanfare the traditional muscular hero'ique 
The fanfare (please refer to Example 4.16) found in the last group in the 
prologue of Les Stratagemes is group dance possibly danced by four couples and a 
leading female dancer.?� As indicated in the libretto, the fanfare is part of the 
celebration surrounding successful marriage. The dilemma of the Queen is resolved 
after the prophecy of giving birth to a virtuous hero. The fanfare is in six-eight time 
signature. Musically, it features a strong exchange between the full fort (loud) 
ensemble with trumpet, strings and basso-continuo; and the doux violons (soft strings 
section). As in the air de trompettes in Isse, the fanfare (P. pp. 84-85) in Les 
Stratagemes is also the first piece of the last music unit in the order of fanfare, air 
''Que la trompette eclate,, (P. pp. 86-90), choir “Que la trompette eclate,, (P. pp. 
91-101) and overture (P. pp. 1-3). 
EXAMPLE 4.16. Andre Cardinal Destouches, Les Stratagemes de I 'amour. Fanfare. 
(Prologue, pp. 
7G According to the libretto, the four-couple referred to Messieurs Dumoulin, Dangeville, Maltaire-L 
and Essex on the male side and Mesdemoiselles Binet, la Martiniere, Delille-C and Goblain on the 
female side. The leading female solo dancer was Mademoiselle Menes. See Libretto, p. viii. 
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Rondeau as a heroique component 
Rondeau is frequently used as the form of individual number of several 
numbers. There is a hidden rondeau grouping as the second last music group in 
the prologue of Les Stratagemes. This group is consisted of three dances and two 
embedded sung air refrains (please refer to Table 5.2). 
Table 5.2 The rondeau group in the prologue 
71 See Caroline Wood, Music and drama in the tragedie en musique, 1673-1715: Jean-Baptiste Lully 
and his successors (New York: Garland Publishing, 1996). 
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Number Section in the rondeau structure 
16. Air pour le prestresses Section A 
17. Air, La prestresse de la gloire Section B 
18. Air pour les prestresses Section A 
19. Air, La prestresses de la gloire Section C 
20. Fanfare Concluding section A with a dance 
This rondo structure once again recalls the association of La prestresse with 
the masculine expressions of the fanfare mood that in the first music group with the 
use of air de trompettes. The change of time signature at the end of the second air 
of La prestresse in this number from six-four to six-eight strengthens the idea that 
the Fanfare should be included as part of this rondeau structure. 
The dance, Air pour les prestresses, is a courante, set in six-four meter and in 
a homophonic style. Although it is binary in structure, the second section is twice 
as long as the first section. This dance is not particularly longer than the others and 
only has forty-four bars. However, it is part of a larger group related to the 
recitatives of La prestre. 
VII Conclusion 
In Les Stratagemes, the heroic attributes mainly lay in the allusion to current political 
events surrounding the marriage. The role of music is two-fold. Firstly, it used 
the conventionalized forms like the instrumental overture and the courante dance to 
invoke the image of the heroic King, and the air de trompettes to the heroic Queen. 
On the other hand, music assisted the heroic plot development through the recitatives 
131 
and arias. In focusing the key on D in the prologue and recycling the key in the 
entrees, Destouches utilized key characteristic to reinforce the serious and majestic 
mood. To reinforce it, Roy and Destouches focused on the image of the female 
character as the new heroine and new allying force in the society. This practice of 
heroic representation was further explored in the three entrees followed. In these 
three entrees, the female characters mirrored the obstacles facing the Queen around 
the time of her marriage. Roy and Destouches's attempt to please the Queen was 
met with success as shown in their collaboration with the Queen later. 
The praise of the heroine was more heroic and conducive to the larger heroic 
image of the King than the libretto initially showed. By juxtaposing the traditional 
heroic genres with the new feminine heroism as set in the recitatives, the composer 
successfully achieved his goal flattering both the King and Queen. Roy and 
Destouches also succeeded in giving a musical representation of heroism without 
introducing a heroic character in the plot by manipulating the events surrounding the 
royal marriage. Thus, the musical representation of heroism in Les Stratagemes 
was first made possible by external factors. The role of Destouches was to 




In this chapter, I will summarize my findings through highlighting different strands 
related to this research once again. An unconnected examination of the music, the 
plot or the dances cannot justify classifying Andre Cardinal Destouches's Les 
Stratagemes as a hallet-hero'ique. These three areas have established practices that 
contribute to different facets of what was part of the heroique ethos. In Louis XIV's 
time, the success and the development of heroique depend largely on the display of 
King cum performer or the presence of King cum audience. As the political and 
artistic vacuum crept in starting in the 1690s, the heroique ethos lost its direct 
relation to the French court. Louis XV, the successor of Louis XIV, encountered a 
strong expectation among members at the court to revive the mentality of heroique 
among his people. However, with changes in the image of Louis XV and the 
political crisis facing the French court around 1720s, a deconstruction of the rhetoric 
of heroique requires an interdisciplinary reading of not only the music, plot and 
dance, but also politics and social development around the time of the production of 
Les Stratagemes. 
An examination of the situation revealed that the symbolic and heroic messages 
of Les Stratagemes, the backbone of the work, were not adequately addressed in the 
133 
past literature. The heroic side of Destouches's two heroic works, Isse and Les 
Stratagemes were not the major focus of studies of these works. 
Pastorale-hero'ique and ballet-hero'ique were discussed more as a pastoral and a 
ballet respectively than a work with heroic sentiment. 
This research has several implications. The librettist Roy arranged a number 
of significant entrees with political, allegorical or symbolic overtones in Les 
Stratagemes to renew the role of artistic flatter of the rulers. First, the work alludes to 
heroic love. By looking into the events around the royal marriage, the title of Les 
Stratagemes de I 'amour becomes the metaphor for the political strategy of the Due 
de Bourbon in arranging the successful marriage between King Louis XV and Queen 
Marie Leczinska. Second, the heroic love is realized with the celebration of the 
marriage which signifies the alignment of the hero and the heroines for the 
betterment of France. The heroines, including the characters of La prestresse de la 
gloire in the prologue, Calliree in Entree I, Irene in Entree II and Albine in Entree III 
are carefully constructed characters to enhance their symbolic relationship to the 
Queen as the heroine. The success of the heroic love relies on the determination 
and the confidence of these female characters displayed in the first two-thirds of the 
plot in the prologue or each entree. 
Musically, the instrumentation strengthened the heroine image. The blend of 
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fanfare type instruments like trumpets and timpani strengthens the music 
accompanying the female vocal characters. Not limited to physical combat of the 
heroes or the grand outdoor celebrations, the use of the trumpets as part of the 
instrumental interlude or as a solo instrumental number are found extensively in the 
first two-thirds of the prologue. For example, the first air of La prestresse, which 
includes a number of independent trumpet interludes, aligns the support of the 
warriors and shepherds (the symbolisms of victory and love) with the highlight of air 
de trompettes, a group dance of male warriors tightly followed. 
In another way, the music assumes an even greater role through its traditional 
symbolisms. Music was an indispensible tool in balancing the heroine-dominated 
plot with a well-defined musical praise to the ultimate muscular heroism at the end of 
the prologue and all of the entrees. Inheriting Lully and Quinault's construction of 
a big celebration for peace and other victories won by the King, Destouches and Roy 
used different groups of people to enhance the spectacle directly related to the 
muscular heroism. The spectacles of Les Stratagemes feature several dances 
(usually danced by several couples with a leading couple) intermingled with other 
vocal numbers like choirs and sailors in the entree of Scamandre, shepherds in the 
entree of Abderites and the slaves in the entree of Philotis. The celebratory ending 
scenes highlight the success of the marriage superficially and the successful 
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alignment of all groups of people in France symbolically through the effort of the 
heroines. 
The above findings lead us to a number of points. First, as the first dated work 
of ballet-hero'ique, Les Stratagemes manipulates the political events, and events from 
the earlier life of the Queen to reconstruct the rhetoric of hero'ique. The rhetoric 
opened a new way of utilizing the realism rather than relying on the past mythologies 
and allegories to represent the new King, who did not perform on the stage after his 
coronation and personally had no interest in the theatrical productions of Louis 
XIV's time. Second, the rhetoric of hero'ique in Les Stratagemes requires the 
perfect balance between the hero and the heroine, the plot and the music to satisfy all 
parties including the real King and Queen. The plot-related metaphors symbolizing 
the Queen and music-related metaphors representing the King are the two pillars of 
Les Stratagemes and the reconstructed rhetoric. Third, these tremendous metaphors 
of the plot and the music, especially the metaphor of the concluding celebration of 
the heroism of the king, sustain the decaying artistic hero'ique during Louis XV' time. 
The rising heroine brought by the royal marriage also rejuvenates the decaying 
muscular heroism (Louis XV ruled in a peaceful time compared to Louis XIV which 
featured endless wars. Muscular hero'ique lost its relevance in the time of Louis XV 
as a result.) through display of heroic love of the Queen to the King, expected 
136 
forthcoming pregnancy and re-establishment of familial values and order in the 
court. 
The study of Les Stratagemes stands as an opening for further investigation of 
the development of hero 'ique during Louis XV's rule. The idea of hero 'ique is the 
legacy and the cornerstone of the rule of Louis XIV and the absolutist rule in France. 
A deeper examination into other works of ballet-hero 'ique may contribute to a greater 
understanding of the development of hero 'ique and the downfall of the absolutist rule 
of France in 1789. A cultural history of hero'ique in France from Louis XIV to 
Napoleon is needed to draw together all the strands related to the hero-centered 
absolutist rule in France. The history will certainly reveal how the ethos of 
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